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The language and aesthetics of early-twentieth century modernism provide
the framework for a detailed theoretical and analytical examination of
selected examples of modernist music - specifically that of Stravinsky
and Blrtwlstle.
The thesis is divided into three parts. Part I forms an Introduction by
way of a general discussion of the usefulness of notions of modernism
for the analysis of new music. Traditional concepts of unity and
organicism are criticised as being no longer appropriate for
contemporary music and in their place is proposed a theoretical stance
which acknowledges the primary role played by fragmentation and
discontinuity in much twentieth-century art. Ways of 'balancing
polarities' rather than synthesising opposites are explored.
Part ii begins with a detailed critique of a number of different
theoretical approaches to twentieth-century music. In particular,
extensions of Schenkerian theory and pitch-class set theory are brought
under scrutiny. The possibilities of Lerdahi's notion of 'atonal
prolongational structure' are also discussed. There follows a detailed
examination of two of Stravinsky's neo-claseicai works, The Rake's
Progress and the Symphony In C, in an attempt to demonstrate how the
linear (tonal) and circular (atonal) aspects of the music are held in a
meaningful balance without implying the negation of one by the other.
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Part ill is an examination of the music of Harrison Birtwistle. It
begins with a comparison of the ideas of Blrtwlstle and the artist, Paul
Klee, a key figure In the modern movement and a profound influence on
Birtwistle's work. Analyses follow of Refrains and Choruses (1957),
Punch and Judy (1966), Carmen Arcadlae Mechanlcae Perpetuum (1977),
Secret Theatre (1984), and Four Songs of Autumn (1988) where, as In
Stravinsky, the balancing of opposed or discontinuous elements is found
to be central to the music. New analytical strategies are developed
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Introduction: Modernism, Analysis and New Music
The work of Harrison Birtwistle is Just one contemporary example among
many of a music which is apparently consistent and coherent yet whose
method or system I. virtually impossible to unravel.
...you need a method of working which enables you to manipulate
the material. However, I've only once been able to explain my
method and that was when my son Silas asked me what I did with all
those numbers and I felt it my duty to tell him. It was some time
ago and I've forgotten what I said but I couldn't do It again.
I've certainly created a vocabulary for doing things but some
items get thrown out, some forgotten... In any case it never seems
to help me when composers talk about what they do. All that
matters is that the composer has a responsibility to his material.
But that's obvious. (1]
Neither Is this the case Only with the newest of music. A recent
theoretical study of the music of Varôse, for instance, begins by
pointing out that in such circumstances the theorIst really Is groping
in the dark:
The actual devising of a theory, and from It an analytical method,
must remain an exercise based largely on conjecture. The
available hard evidence of Varése's compositional procedures is
very skimpy, principally because Varése did not think that it was
anyone else's business how he composed. [2]
Bernard's monograph makes no claim to completeness. There Is still no
exhaust l ye study of the music of Varese, despite his being cited by
figures as diverse as Birtwlstle, Boutex and Feldman as an important
influence on their thinking. The work of many other major figure. in
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the history of twentieth-century Western music similarly remains
superficially treated by music theorists and analysts: Cage, Ivee and
Meselaen, for example, an, all still awaiting substantial analytical
discussion. Even the music of Stockhausen, whose following and
influence Is undeniably large, has remained rslativily impervious to any
serious large-scale analytical exploration. (3] Furthermore, this lack
of consensus about how to write about modern music is not restricted to
the work of Individualistic composers. Writers cannot even agree on how
to deal with the so-called c'assical atonal repertory of the •arlier
years of the century, as was illustrated by a recent celebrated exchange
between Richard Taruskin and Allen Forte over the tonal/non-tonal nature
of Stravinsky's The Rite of Spring. [4]
Why, then, when theorists and analysts can agree, to a large
extent, on a body of 'truth' about the tonal practice of the 17th to
19th centurIes, do they find it so difficult to agree about the
'meaning' of the music of our own century? The answer to this question
might, at first, seem obvious In that It is quite clear what tonal music
is, that there is a readily identifiable common practice, but this is
not so with twentieth-century music. The only fact theorists, analysts
and critics alike can agree on Is that there is usually an absence of
traditional tonal harmony and key relationships, though arguments still
rage as to what the term for thu music should be (atonal? non-tonal?
post-tonal?... not to mention Schoenberg's pantonality and suspended
tonality, Berger's anti-tonalIty (5] or Berry's Irrelevant tonailty
[6]). Uniess it contains vestiges of tonality, which generates its own
terminological and methodological crises, modern music is usually all
dealt with under the heading 'atonal'. Some attempts have been made to
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codify atonal practice. The most widely discussed of these is Allen
Forte's The Structure of Atonal MusIc [7] whIch sets out a theory
capable, he claims, of elucidating the coiwnon harmonic language of such
disparate figures as Bartok, Berg, Ives, Ruggl•s, Schoenberg,
Stravinsky, Varése, and others.
But is the development of an all-embracing theory of atonality.
along the lines of a theory of tonality, really possible or even
desirable? Forte's work tacitly acknowledges that there is such a thing
as an atonal canon and that this can be demonstrated In purely technical
(I.e. set-theoretic) terms. Undoubtedly, as I shall discuss in more
detail later, BartOk, Berg, ives, etc., are all, in their own way,
modernists, but whether this entitles us to look for some procedure,
Implicit or explicit, which unites and unifies their music is quite
another question. it is this quest after unity at all costs which seems
to be the crux of the matter - and the stumbling block of much analysis
of contemporary music. In his celebrated article, 'how We Got into
Analysis, and How to Get Out', Joseph Kerman traces this essentially
19th-century view that the purpose of analysis (what he calls its
'ruling ideology') is to demonstrate organicism. 18] Whether it is by
adapting Schenkerlan theory, applying set theory, adopting a motivic
approach, or by whatever other means, analysts appear to be more
concerned with demonstrating the consistency of their own theories and
with perpetuating the 19th-century belief that the only great music is
that which is wholly unified, rather than actually asking themselves
whether their critical approach Is fully appropriate to the music.
This need for an empirical methodology is not aided by the
composers themselves. Webern, for instance, expressed the desirability
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of unity in composition above all other things:
Unity is surely the indispensable thing if meaning is to exist.
Unity, to be very general, is the establishment of the utmost
relatedness between iii component parts. So, in music, as In all
other human utterance, the aim is to make as clear as possible th.
relationships between the parts of the unity: in short, to show
how one thing leads to another. [9]
Schoenberg, too, made it quite clear that the main advantage of his
'method of composing with twelve tones is its unifying effect ... In
music there is no form without logic; there is no logic without unity'.
(10] Indeed, such sentiments would not appear to be too far removed
from Schenkers Intentions with regard to tonal music, certainty as
outlined in Free Composition, where he sets out to show that 'works that
are tonal and exhibit mastery are aprojectionsu In time of a single
element: the tonic triad'. [11] Furthermore, the natural model, that of
organic growth, Is a concept that relates Schenker's and Schoenberg's
thinking: for Schenker, the tonic triad Is the 'Naturklang', the sound
of nature, and the unif led masterwork is one which demonstrates organic
growth from background to foreground; for Schoenberg (as for Webern
also), organicism is one of those elements crucial to the
comprehensibility of musical form. 112] And just as Schoenberg was keen
to emphasise the traditional aspects of his new music, so he was sager
to align himself with his own musical past: 'I have discovered something
that will ensure the supremacy of German music for the next hundred
years'. [13] Continuity was everything.
The authors of a recent Introduction to the theory and practice of
musical analysis note that the aim of the composer to demonstrate unity
in all things is aiso. normally, the aim of the analyst. Jonathan
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Dunsby and Arnold Whittali raise the question we have already been
considering:
Yet the analyst needs to question whether there Is a genuine
continuity from tonal to atonal composition that Justifies the
belief that. in all circumstances, unity is 'the indispensable
thing'. The point Is not that. in genuinely atonal musIc, unity
must be replaced by Its opposite, utter chaos, but that 'to show
how one thing leads to another' need not be the same as
establishing 'the utmost relatedness between all component parts'.
(14]
They go on to discuss a framework within which such 'genuinely atonal
music' can be understood that does not Impose an artificial notion of
unity on any musical form but that does not deny its coherence either.
it is a shift from a position of synthesis to one of symbiosis (their
term) where an equilibrium is established between elements that,
nevertheless, remain distinct. [15]
This idea is not new: for Instance, the very term symbiosis had
been used in a musical context by Stockhausen in 1974 to distinguish his
compositional intentions from a synthetic one 'where the components
disappear'. [16] In fact, the concept of an artwork in which the
component parts are held together in some dynamic and meaningful
relationship - allowing both continuity and discontinuity, order and
disorder, to coexist - Is central to an understanding of modernism.
After all, an artwork would be unable to permit the possibility of
randomness, whether it be a complete collage of objets trouvs' or
simply the inclusion of certain indeterminate elements, if it were
concerned only with unity, with demonstrating the composer's control
over every aspect of the form, with establishing 'the utmost relatedness
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between all component parts'.
it it is true, then, that the music of this century Is so
different from the music of the preceding three centuries, we now need
to consider why and how this is so. in what ways does modern music
demand a complete rethinking of our critical approach to It?
We have already seen that there is no dent if IabI• coimnon practice
to be found In 20th-century music as there was in the music of the 17th
to 19th centuries. In his collection of essays on 'Patterns and
Predictions in Twentieth-Century culture', Leonard B. 4eyer writes about
the pluralism of the modern age (from his perspective In the 1960s) and
argues a case for a move away from a belief in progress In the arts, In
what he calls a 'causal' or 'teleological' view of history, and towards
a position of 'fluctuating stasis'. This he defines as:
a steady-state in which an indefinite number of st y les and
Idioms, techniques and movements, will coexist in each of the
arts. There will be no central, conwnon practice in the arts, no
stylistic 'victory', in music ... tonal and non-tonal styles,
aleatoric and serialized techniques, electronic and Improvised
means will all continue to be employed. (17]
And the same, surely, must be true of the individual modern work of art.
If a form is built of many apparently contradictory components, this
does not necessarily invalidate it as a legitimate aesthetic statement.
It can, nevertheless, be perceived as coherent and the 'r•Iatedness' or
connectedness of the parts Is not seen to be achieved by subsuming them
under some magical, all-encompassing law of unity imposed from outside
of the work, but by viewing the form as a 'steady-state' whose
constituent elements are contained by the form, and sri gIven meaning by
their oppositIon to one another.
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This is what Arnold Whittall sets out to elucidate in a seminal
article in which, having prefaced his co.wnents by observing the general
acquiescence of writers with Webern's above-quoted emphasis on the need
for unity, he examines the structure of Webern's piece for violin and
piano, Op. 7, No. 3, within a modernist context. (18] it Is the 'urge
to fragmentation', he declares, that 'distinguishes 20th-century
modernism from all previous manifestations of the radical spirit' and he
advocates the development of (analytical?) techniques which bring the
diverse elements of a composition 'into the most intimate relationship
with each other, whilst at the same time preserving the validity of the
contradiction between them'. £19] After pursuing the symbiotic analogy
already discussed, he goes on to propose that 'a NmodernistN balance of
discontinuitles, ... functioning more in terms of polarities than of
centralities, can function as a positive, constructive aesthetic
principle, creating new kinds of coherence rather than a single kind of
incoherence'. (20] If, as has already been suggested, the governing
orthodoxy (Kerman's 'ruling ideology') is the principle of unity, then
this Is indeed a radical proposition. More recently, Whittall has
extended his argument to advocate that historical context must also be
taken into account: as he explains, it Is not that the old aesthetic
must be denied but the analyst must come to realise 'what aspects of the
old music in question are of central theoretical concern'. (21] Thus,
anti-organicism does not mean 'that the various elements used in a
composition may have absolutely nothing to connect them, but that some
kind of contradiction of language occurs which makes analytical
demonstrations of interruption or suspension take priority over
demonstrations of connection'. [22] WhittalJ has demonstrated his
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thesis In relation to figures as diverse as Berg, Stravinsky, Tippett
and Webern. [23]
Even if music theorists have been slow to grasp the true
implications of what has happened to music this century (and I shall
deal at length later with the possibilities opened u p by Whittall's
propositions), those composers less concerned with aligning themselves
with tradition have been eager to point out the truly radical natur, of
their enterprises.
When new instruments will allow me to write music as I conceive
It, the movement of sound masses, of shifting planes, will be
cieariy perceived, taking the place of linear counterpoint. When
these sound masses collide the phenomena of penetration or
repulsion will seem to occur. Certain transmutations taking place
on certain planes will seem to be projected on to other planes,
moving at different speeds and different angles. [24]
When Varése uses the language of 'sound masses ... planes
penetration ... repulsion', this Is not the rhetoric of an organiclst,
of a synthesist, but of a true modernist (despite the apparent
contradiction, as in the case of Webern, between his statements of
intent and actual compositional practice). The parallels with the
writings of other figures of the modern movement are unmistakable:
Constructions of a-rhythmical forms, the clash between concrete
and abstract forms. Constructions of veIled shapes with
transparent ones, the repeating of different parts of given bodies
which break up, Intersect and Interpenetrate each other...[25]
in these (works] I tried to create new and direct images based on
secret rhythms of which I had become conscIous; they writhed, got
entangled, and exploded against each other ... it was a
fragmentary style ... it recorded even the slightest oscillations
of my Inner mood. [26]
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It was obvious that there was something very new about the modern age
that artists, musicians, poets and novelists, not to mention
psychologists, sociologists and politicians, were attempting to
articulate. And although every new generation must think that its ideas
are revolutionary, as Herbert Read convnented, there is a discernible
difference In kind in the modern revolution: '... it is not so much a
revolution, which implies a turning-over, •ven a turning back, but
rather a br.ak-up, a devolut Ion, some would say a dissolution. Its
character is catastrophic'. [27] This sense of the utterly new, of a
need for a radical break with the past, is a conwnon thread In modernist
thought, and in certain quarters was expressed in uncompromisingly
direct terms:
Do you then, wish to waste all your best powers in this eternal
and futile worship of the past, from which you emerge fatally
exhausted, shrunken, beaten down? ... But we want no part of it,
the past, we the young and strong Futurlstsi ... Come oni set fire
to the iibrary shelves! Turn aside the canals to flood the
museumsi ... Take up your pickaxes, your axes and hanvners and
wreck, wreck the venerable cities, pitil.ssiyl [28]
Throughout the Europe of the first two decades of this century, these
sentiments were being reiterated, albeit in less violent tones but no
less vehemently, by many different artists.
Things fail apart; the centr• cannot hold,
Mere anarchy is loosed upon the world ... [29]
I want to be as though flew-born, knowing nothing about Europe,
nothing, knowing no pictures, entirely without impulses, almost in
an original stat.. (30]
in America, too, though the traditions of high art were essentially
inherited European ones, a sense of freedom was In the air. For Charles
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Ives, the past was merely something to be used In the present:
'Eclecticism is part of (a composer's] duty; sorting potatoes means a
better crop next year'. (31] The composer, he claimed, should
constantly be searching for new modes of expression, uninhibited by
rules or the requirements of a convnon practice: 'The humblest composer
will not find true humility in aiming low — he must never be timid or
afraid of breaking away, when necessary, from easy first sounds'. (32]
Though both Americans and Europeans were turning their backs on their
respective pasts for different reasons (the Americans, lves especially,
through a need to create a distinctly independent American art), their
approaches were decidedly similar, similarly 'modern'. Ivess
eclecticism is allied, for instance, to the borrowings of Dada, a
movement which in itself borrowed ideas from many other modern sources -
Cubism, Futurism, Expressionism, and so on. lves's constant searching
for a new language appropriate to a new age (and, in his case, a new
sense of national identity) is echoed throughout modernist writings,
from Marinetti's belief in the renewal of human sensibility brought
about by the discoveries of science ('we will sing of the vibrant
nightly fervour of arsenals and shipyards blazing with violent electric
moons ...) (33] to Schoenberg'. 'new sound symbolising a new
personality'. (34] It is also striking how the artists of these years,
especially those in Europe, felt it was inevitable that they created
what they did - Stravinsky's famous comment that he was 'the vessel
through which La Sacre passed, (35] Schoenberg's statement that 'the
method of composing with twelve tones grew out of a necessity'. (38]
Similar attitudes to the past, to received cultural traditions,
seemed also to prevail after the Second World War. Certainly, the two
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leading figures of the European musical avant—garde turned their backs
on what they had inherited - •ven on the ideas of the earlier years of
the century (with the exception of the work of Weberri In which they saw
the possibilities of a totally new music):
History as it is made by great composers Is not a history of
conservation but of destruction - even while cherishing wtiat has
been destroyed. [37]
Hence a refusal of repetition, of variation, of development,
of contrast. Of all, in fact, that riqulres 'shapes' - themes,
motives, objects ... All this I renounced when I first began to
work with 'pointillism'. Our own world - our own language - our
own granwnar: nothing neo— ...I [38]
As before, these feelings were being paralleled in the USA. Indeed, It
was probably only in America that a complete rejection of the old
(European) aesthetic was possible. Boulez and Stockhausen, though they
reviled Schoenberg for being, as they saw him at the time, worse than a
traditionalist, found it impossible to escape a culture which had
revered the status and standing of the artwork and the artist since the
Renaissance. It was In this context that they turned to esslaen and
developed their own responses to the possibilities serialism offered
them. John Cage, on the other hand, was an actual composition pupil of
Schoenberg. Like Ives, Partch and Cowell before him, he took what he
needed from his own cultural present - and this, of course, included not
only the traditions of the West but of the East also, Its music, Its
philosophies and Its religions - and rejected the rest. Thus, Cage was
able to demand an approach to composition in which even the omniscience
and omnipresence of the composer's ego was not a prerequisite. He wrote
of:
a musical composition the continuity of which is free of
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Individual taste and memory (psychology) and also of the
literature and tradltions of the art. (39]
Whether we label such Ideas modern (indeed, modernist - and there is a
distinction) or postmodern matters not at this Juncture. What is
important is the newness of the aesthetic, an aesthetic which can be
viewed very much in the modernist 'tradition' (the word Ii particularly
-	 ironic in this context) of the work of Dada and surrealism.
More recently still, Elliott Carter has observed the differences
between the European and the American aesthetic. A follower, scholar
and indefatigable champion of the music of lvii, Carter has adopted
distinctly lveslan tones in commenting on the 'special freshness' he
sees in the good works of American music:
For I came to realise that America Itself is being created right
here before us, moment by moment, combining Its sometimes
perplexing unwillingness to consider the past with its good—
natured generosity and idealistic hope for the future. To chart a
cultural development here ... was a waste of time, while what was
and is Important is to make the present, with all Its connections
to the past and anticipations of the future, exist more powerfully
than either of these. (40]
Thus, it Is apparent that, In both the Old and New Worlds, there
Is a high degree of consensus among creative artists of thIs century
with regard to the nature of their art. Though the artworks themselves
- whether they be musical compositions, paintings, poems, novels, or
whatever - may differ enormously In terms of style and content, their
aesthetic sun, would appear to be similar. There seem to be certain
ideas held in common between all of them I.e. it appears to be possible
to say that there is something we might call the language of modernism.
Yet, though these works share the same aesthetic context, they do
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not necessarily share the same technical vocabulary. Herein lies the
crucial difference between tonal and atonal music. Though the music of
Bach and Brahms Is obviously very different, each has the technical
vocabulary of tonality In comon; It is the organic process of composIng
out from background to foreground, as Schenker would have It, that both
defines the differences between the work of these two masters and marks
their linguistic similarities. The same cannot be said of two very
different atonal works. Plerrot lunaire and The Rite of Spring for
instance, though both written In the same y.ar (1912) and both very much
examples of modernism In music (for reasons I shall define more closely
below), cannot, in the same way, be said to employ the same musical
language. To say they are both examples of atonality Is really only to
observe that In these works the composers have turned their backs on the
prevailing musical language i.e. that they are not tonal - though Ivan
this is not entirely true. To try then to demonstrat, that they each
share a coiwnon (replacement?) language of atonality is both as futile as
It Is Impertinent. To show that a similar contrapuntal structure exists
between outer voices in specific works of Bach and Brahms Is, arguably,
a valid exercise; to show that Pierrot and The Rite operate according to
the same principles of pitch-class set manipulation Is, it seems to me,
to be utterly Insensitive to the very different technical achievements
of each of these works. And when the music of Skryabln, Ives, Ruggles,
Busonl and Szymanowski is added to the unified canon of atonal works
(Any composItion that exhibits the structural characteristics that are
discussed [in The Structure of Atonal MusIc], and that exhibits them
throughout, may be regarded as atonal), [41] the ridiculousness of the
exercise becomes apparent.
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This is where an understanding of the nature of modernism becomes
essential. We need to remind ourselves of Meyer's 'fluctuating stasis',
of a cultural environment In which many styles and tichniques can
coexist without being subsumed Into each other - a heterogeneous yet
stable state. As we have seen, Whlttaii has already suggested that we
need to develop a critical language that can take account of such a
situation.
It would be wrong to suggest, however, that all modern artworks do
not demonstrate certain technical similarities. Certainly, all the
artists living and working in central Europe in the •arller years of
this century shared their Ideas freely, as has been well documented.
Schoenberg, for instance, was an accomplished painter as well as a
composer and theorist. Documents first published In 1980 attest to the
fruitful cross-fertilization of Ideas between him and the painter,
Wasslly Kandinsky. (42] It Is surely not without significance that they
first met about 1910 when Schoenberg was writing his first atonal works
and Kandinsky was experimenting with abstraction. And, though one
should be wary of making too direct a paral lii between the new
techniques being employed in music and In painting, there is
nevertheless a striking correspondence between Schoenberg's rejection of
tonality, which had controlled music since the Renaissance, and
Kandinsky's move away from representationailsa in painting, which had
similarly been the ruling convention In Western art since the end of the
Middle Ages. When Schoenberg.wrote to Kandlnsky: 'I am sure that our
work has much in comon - and indeed In the most important respects', he
was, he claimed, referring to formal procedures in both their work and
In particular to what he called the 'elimination of the conscious will
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in art, that is, unconscious form-making freed from aspirations towards
tradItion. (43]
Other studies have attempted to pinpoint correspondences between
music and the other arts in early-twentieth century Europe. Donald
Mitchell has not only discussed the expressionistic outlook of both
Schoenberg and Kandinaky but has also highlighted Interesting aesthetic
parallels between Schoenberg's twelve-note method, Li Corbusier's
'Modulor' and Picasso's development of Cubism. He points to the almost
simultaneous abandonment of tonality by Schoenberg at the end of his
Second String Quartet and the abandonment of perspective in Picasso's
Les Demoiseites d'Avlgnon in 1907/8 as an example of the 'remarkabie
alignment of disruptive events in two of the major arts of the century
There could hardiy be a clearer case than this of the common
background shared by artists'. [44]
Debussy 's close associations with the symbolist writers; Varêse's
attraction to the company of painters, sculptors and writers (among
them, Apoliinalre, Barzun, Cocteau, Delaunay, Leger, and Modigilani) in
preference to musicians; the 'Interdisciplinary' nature of the Futurist
movement and its influence on Honegger, Iii Ihaud, Ravel and Varse (it
was supposedly Varèse who Introduced the Parisian audience to the
Russoiophone', despite his oft-repeated denial of any association with
Futurist ideals [453); Satie's collaborations with Cocteau and Picasso
on Parade and, later, with Duchamp and Picabia on the Dadaist' bat let,
Reláche: these are just a few-illustrations of how composers of the
first two decades of this century weri directly Influenced by the work
of their contemporaries in the other arts. And vice versa. Kioe was an
accomplished professional violinist and had a wide-ranging interest in
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Music; Kandinsky constantly looked to music as a model for the
development of painting; Marinetti's rhetoric in the 'Manifesto of
Futurism' is full of song C'... we will sing of the multicoloured,
polyphonic tides of revolution in the modern capitals ...'). (46]
This sharing of a common world of Ideas and experiences becomes
even more apparent when one examines the almost claustrophobic fervour -
social, political, intellectual, artistic - that pertained in the
European centres of the modern movement. As one writer on the 'cities
of modernism' has commented, such cities were more than accidental
meeting places and crossing points. They were generative environments
of the new arts, focal points of Intellectual community, Indeed of
Intellectual conflict and tension'. Furthermore, he goes on to suggest
that these cities 'were also often novel environments, carrying within
themselves the complexity and tension of modern metropolitan life, which
so deeply underlies modern consciousness and modern wrIting'. (47]
'Fin-de-siôcle' Vienna is certainly an obvious example of such a
city: a melting pot of ideas and ideologies, a city of marked contrasts
between the conservative and the progressive, between the reactionaries
and the radicals. And surely It was this conflict between the
conventional, wealthy, smug provincialism of the old bourgeois Vienna
and the presence of the new socialists, philosophers, writers, painters
and musicians In the city that gave rIse to some of the most fertile
ideas of the modern movement. Between about 1890 and 1920 Vienna
witnessed the presence of a large number of influential artists and
thinkers: the young Viennese ('Das Junge Wien') who met at the Cafe
Griensteidl (1890-97) and among whom numbered Peter Altenberg, Hermann
Bahr, Hugo von Hofmannsthal, Arthur Schnitzler and Stef an Zweig; other
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literary figures of the standing of Franz Kafka and Robert Mush; the
'Vienna Secession' group of painters founded by Kl.imt In 1897 including
Kokoschka and Schieie and the architects, Otto Wagner and Adolf Loos;
Schoenberg and his 'school'; other Important composers such as Mahier
and, later, Richard Strauss; the Journalist, Karl Kraus and his
polemical Journal, Die Fackel, which he founded In 1899; the
philosopher, Wlttgenstein; and, not least, the psychoanalyst, Sigmund
Freud. A shared expression of the new, the modern, manifests itself In
various ways in the work of all these figures . There Is a sense of
extreme dissatisfaction with the old order, a sense of isolation and
impending catastrophe, a need for new modes of expression to suit a
rapidly changing world in which the subconscious played as important a
role in determining human affairs as any external 'causality'. The old
guard accused the younger generation of being 'decadent ... mad
pathoiogical' [48]; Kraus, In return, attacked their public moral
hypocrisy with regard to sexuaimatters while Schnitzler, a doctor and
neuroiogist as well as a writer, adapted Freud's psychoanalytical
methods to his own literary ends (see, for instance, Schnitzier's
'interior monologue', Leutnant Gustl, of 1901).
So what was this comon aesthetic, this shared world of ideas? The
parallel abandonment of tonality in music and of perspective In painting
- a similar break-up of the essentially linear controlling conventions
In the two arts - has already-been coisnented on. There was now in all
the arts a move away from the 19th-century Idea(l) of the organically-
coherent artwork. Fragmentary ideas (musical, visual, literary)
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could appear as and when they willed to form a non-directional, anti-
teleological art. This is the 'urge to fragmentation' which, as we have
seen, characterises so much modern art, the need to lit sounds or
colours or shapes or words to 'be themselves'. In literature, a
narrative was no longer a prerequisite: words were used for their
appearance on the page, for their 'sonic' qualities or for their
symbolic vaiue. There was no longer necessarily any direct
correspondence between a word as sign or signifier and the Idea or
object in the 'real' world, the signified, to which it related. In
painting, artists were exploiting colour and shape for their own sakes,
for the feelings they could provoke in the viewer, rather than
attempting to represent things as they appeared 'in reality'. And, of
course, in music composers were beginning to use sound as colour, as
objects moving in space, as independent rhythmic entitles, devoid of any
tonal function. A plural art now became possible In which ideas could
occur simuitaneoueiy, be seen from many different angles at the same
time or be violently opposed without making any attempt to mediate
between them.
This fragmentation inevitably led to a search after a new kind of
order. Closed forms opened - ideas were no longer contained by the
frame, the cadence or the paragraph. Artworks became highly self-
conscious, often self-referential, as composers, painters, writers
attempted not only to open up new possibilities for expression but also
to piace these Ideas In a totally new yet meaningful context. The new
discoveries of scienc, and, in particular, the new awareness of the
working of the unconscious mind as revealed through the emerging
discipline of psychoanalysis became sources for this new order. The
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logic of the dream came to replace the rationalism of the old
conventional systems; the formality of mathematics, architecture and
•ngineering came to replace the convenience of the old conventional
forms.
And as modernism gave way to postmodernism the same questioning of
the old order became •ven more clearly articulated - not only wer•
artists challenging the meaning of art but they were also challenging
whether art could actually mean anything at all. As David Lodge has put
it, 'Post-modernism continues the modernist critique of traditional
realism but it tries to go beyond or around or underneath modernism.
which for all its formal experiment and complexity held out for the
reader the promise of meaning, if not of a meanIng' [49]. And he goes
on to define postmodernist writing as a discourse which consciously
eschews similarity and contiguity in favour of 'Contradiction,
Permutation, Discontinuity, Randomness, Excess and The Short Circuit'
[50]. Although the work of, for example, Berio, Boulez, Cage. Crumb,
Glass and Stockhausen demonstrates all or some of these characteristics
and may, by pushing ideas to extremes, appear to have escaped modernism
altogether, it can, as has already been seen, still be regarded as
having its origins In and continuing the 'traditions' of modernism.
Certainly many of these composers have acknowledged In their work their
indebtedness to their modernist forefathers, whether It be Cage's
Duchamp-inspired use of 'ready mades', Boulez's mobiie forms suggested
to him by Mallarmé or Berio'sThema: Omagglo a Jo yce. And such
modernist techniques as the layering of musical material and the
superimposition of apparently unrelated ideas have a clear parallel
with, say , the collages of Dada and the juxtaposition. of surrsalis. and
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can be found to operate In works as diverse as Mah Icr's symphonies,
ives's Central Park in the Dark, Debussy's Jeux, Cage's Imaginary
Landscapes, Berio's Sinfonia or Birtwiet is's Earth Dances.
The argument still burns as to whether poetmodernism is a
continuation of or a reaction against modernism. Frederic Jameson, has
explored this argument at length:
when we make some initial inventory of the varied cultural
artifacts that might plausibly be characterised as postmodern, the
temptation is strong to seek the 'family resemblance' of such
heterogeneous styles and products not In themselves but in some
connon high modernist impulse and aesthetic against which they
all, in one way or another, stand in reaction. [51]
In modernism, he argues, there are still to be found certain aspects of
the past, of 'nature' or 'being', and culture 'can still do something to
that nature and work at transforming that Nreferentu; postmodernism,
however, is 'what you have when the modernisation process is complete
and nature is gone for good'. (52] Thus, for Jameson, while modernism
was 'still minimally and tendentially the critique of the commodity and
the effort to make it transcend itself', poatmodernism 'is the
consumption of sheer commodificat ion as a process'. (53]
At the very least, then, the 'absurdity' of the work of Beckett or
Cage or Tinguely sponsors a healthy scepticism about the nature of
modernism - or, as Bradbury and McFarlane have put It, paraphrasing the
ideas of Ihab Hassan, 'the newer developments must at least force us to
reconsider Modernism and distinguish the obviously continuous elements
in it ... In short, the argument around Post-Modernism now adds to the
abundance of the versions of Modernism'. [54] The important point is
that the modernist aesthetic is still able to provide a valid framework
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within which one is able to engage in a debate about contemporary works
of art. Though early works of modernism may appear to have 'betrayed'
their nineteenth-century origins with vestiges of continuity, of
narrative structures, of representationalisa, such features occured
within a new context and it 5 this which must be the starting-point for
any discussion of these works. it is the discontinuity of Stravinsky's
neo-ciasslcai music, not Its apparent closeness to functioning tonal
works, that is of primary Interest; it 5 the interplay of the 'facets'
of Bracque's paintings, of lines, colours and forms, that is of
principal importance, not any object that happens to be represented; the
significance of Eliot's The Waste Land lies as much In the way In which
he writes as in the elusive subject matter of the poem. [55]
Modernism is a loose label. It has numerous aspects, many of
which are quite distinctly opposed to one another. The very activity of
attempting to delimit an aesthetic distorts the historical picture and,
by definition, exaggerates similarities at the expense of differences.
And, in any case, the history of modernism is not yet complete: whether
committed out-and-out Moderns, Postmodernists, neo-Romantics, or
whatever, we are still living and working within or against the
modernist legacy. Nevertheless, though the styles and techniques of
modernism may be opposed, it is possible, I believe, to acknowledge a
common ground, even If this can only be expressed in terms of tendencies
and possibilities rather than actualities. What makes modern art so
different from the art that preceded it Is its emphasis on Its modes of
depiction (effect) rather than on what It is depicting (content).
Modernism has to be viewed In terms of crisis, the break-up of the old
order, of the old aesthetic, and the manifold means by which that crisis
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Is expressed - whether in terms of abstraction, fragmentation,
atonality, plurality or the barely perceptible motivations of the
unconscious mind - matters less than the fact that that crisis is being
self-consciously articulated. Modern art is not pretending to be about
anything other than itself. Therefor. it needs to be understood in its
own terms, and in order even to begin to be able to discuss It, one has
of necessity to adopt the language of modernism itself, the language of
opposition, of difference, of crisis.
This leads us back to where we began. If modern music Is quite clearly
not primarily concerned with unity, continuity, synthesis or organicism,
why then do we persist in applying theories to this music which are
designed to look for these very attributes (other than to establish the
extent to which it is so concerned)? To make the a priori assumption
that any modern piece of music is going to demonstrate connectedness or,
indeed, that it Is going to offer up Its unique and unitary meaning into
the hands of the analyst at the slightest prompting is, to say the very
least, naive. if we are to make intellIgent critical sense of this
music, we must ask of it appropriate and pertinent questions in the
first instance.
One writer has recently attempted to address this question from
quite a new perspective - new, at least, a. far as the discipline of
music analysis is concerned. In an important (albeit, at times,
inscrutable) article, Alan Street has drawn on the work of
aestheticians, philosophers and literary critics to provide an
Interdisciplinary context for an uncompromising attack on this
'wholehearted devotion to artistic unity': '... the championship of
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unity over diversity represents nothing other than a generaiised stat.
0f false consciousness: Illusion rather than reality.' 156] He traces
the origins of this quest for unity and, in particular, organicist
thinking Ci... the equation of culture with nature) back to the
aesthetic writings of Kant and their persistence throughout the
nineteenth century, and then proceeds to •valuate the Ideological stance
of both Carl Dahihaus and Joseph Kerman on the matter of unity and
organicism. He quotes Dahihaus's observatIon that 'any listener
accustomed to artificial music always presupposes the wholeness 0f a
work, even a work quite unknown' [57] and coninents that '... it could be
that the (unwarranted) a priori, and not organicism
	 a., Is a more
discriminating reason for refusing to develop a critical attitude to
ambiguity and Irresolution'. [58) He goes on to state that 'the
empiricaliy-mindod analyst would be unlikely to regard such teleological
or a priori arguments in favour of unity as anything more than
tendentious' and cites, perhaps somewhat surprisingly, pitch-class set
theory and Meyers implication-realisation model as examples of a
substitute inductive objectIvity'. (59]
Two authors in particular, Dunsby and Whittall, are singled out by
Street for detailed discussion as examples of theorists who have
attempted to challenge this tradition. In the case of Whlttaii, it is
his ideas, as already outlined, of 'balancing discontinuitles' and
'symb i osis' as well as the need for an historically contextualised
theory that are hailed as being of special value. But, for Street. this
Is not, in Itself, enough. Indeed, he goes as far as to accuse Whlttalt
of being guilty of the same kind of formalism he finds in the organicist
theorists he so despises. (60] And, lnter.stlngly, it is Whittall's
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very notion of symbiosis that comes In for some of the strongest
criticism: rather than pursuing his ideas in t•rms of 'abstract
oppositions', Whittail has selected a natural metaphor, an 'organic
dependency'. Street draws the following conclusion from Whittall's
propositions and their application:
while Whittall may begin with the intention of ilberating the
notion of contemporaneity from Its conventionalist shackles, it
seems that he cannot help but succumb to the Imprisonment of
organic temporality for the sake of an unr.fiecting Symbolist
ideal. [61]
While the attitude Street is adopting here may be epistemologically
'pure' In Itself, what does he have to replace the theories he has
dismantled? How do we circumvent the problems he has isolated and
develop a discourse In tune with the modern music under scrutiny? The
solution he offers is to posit the ideas of Paul di Man in order to
dislocate organicist metaphors and to rep lace these with an attempt to
read allegorically. Allegory, as Street understands it:
works to problematise the material resistance within the
artwork as a means of emphasising the disparity between the
latter's manifest ambiguity and the self-ref iexlve, containing
drive of a traditional, formalist conception. (62]
What this means In practice Is that the analyst is 'drawn into
labyrinths of structural undeeidability" where 'analytical observation
should abandon all belief in Interpretative flilty'. [63]
in the light of what we have seen as being characteristic of
modernism generally and modernism in music In particular (opposition,
fragmentation, discontinuity, plurality, etc.), the approach Street Is
advocating would appear to be eminently sensible - that is, it seems to
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be both empirical and, in the sense that allegorical understanding i,
by its very nature, provisional, also pragmatic (quite the opposite, In
fact, of 'dogmatic allegories'). An allegorical reading of a modern
musical work would permit the existence of contradictions, both in the
music itself end in Its interpretation, without attempting to subsume
them into some synthetic and Inappropriate whole.
Thus far, all bodes well. But one must be careful. An
allegorical reading, like an 'organic' interpretation, imposes Its own
ideology. To assume nothing about a work is, in many respects, as
'loaded' as presupposing it to be organically unified - it IS Just a
different set of (more specific?) e priori assumptions. It must be
remembered that analysis does and must take place within a certain
historical, aesthetic and ideological context. This Is where the
distinction that Street invokes between nature and culture Is crucial.
Natural phenomena do not, in themselves, mean anything; they only become
meaningful when they are interpreted culturally. A tree cannot, in
itself, mean anything other than itself i.e. its own 'tree-ness'; the
sounds of waves breaking cannot, in themselves, be considered musical
unless and until we place them in a 'musical' context. Works of art, on
the other hand, are brought into being by a human mind; they are
conscious - indeed, self-conscious - statements which are, from the
outset, intended to mean something, even If that meaning Is no meaning
at all' or ambiguous or multiple or a set of Open-ended possibilities.
And, as we have seen, this is even more true of certain modern works of
art whose self-consciousness is very much a facet of their identity.
Artworks are not neutral objects: they are products (In the West, at
least) of a specific mind, time, place and culturs. Similarly our
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readings of them can never be neutral: any int.rpr.tativ. decisions we
make are inevitably contained and determined by our own time, place and
culture. As far as such things an, ever possible, these contexts should
be acknowledged.
These arguments are, of course, riot new. Marx wrote at length
about the ideological nature of art [64] and a whole tradition of art
criticism has developed devoted to examining art as Ideology. [65] One
of these writers, Janet Wolff, outlines this principal ideological focus
of the Marxist sociological tradition and then goes on to point out that
a 'secondary concern has been to expose the ideological nature of art
criticism and literary criticism'. She adds that even works of
criticism which see art or its history as independent of historical or
social determinants 'are themselves shown to be partial and historically
specific, and thus, in a particular sense, Ideological'. She goes On:
Works of art, on the contrary, are not closed, self-contained and
transcendent entities, but are the product of specific historical
practices on the part of identifiable social groups in given
conditions, and therefore bear the imprint of the ideas, values
and conditions of existence of those groups, and their
representatives in particular artists. [66]
Hence my concern to examine the conditions which brought about the rise
of modernism and, in particular, the colTnunity of social, political,
intellectual and artistic ideas which inevitably framed the work of all
artists working - and, Indeed, continuing to work - In the modernist
tradition.
We need then to be abie to identify our own ideological stance and
to be able to distinguish between the nature of different kinds of !
priori assumptions. Aa we have seen, to assume that a work is
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organically unified and to bring analytical techniques to bear on It to
demonstrate that fact, Is one thing; to r.cognlse that a work Is
coherent and to attempt, •mpirically, to demonstrate that coherence
(i.e. its 'intelligibIlity') I• quite a different matter, Of course,
how to recognise that coherence is a difficult question to answer and Is
again coloured by cultural context, but It Is surely fair to say that
one of the purposes of analysis Is to try to help to articulate both
what on. Instinctively or subliminally understands to b. in or signified
by a piece of music but cannot Immediately or consciously quantify, and
the nature of the context within which that understanding takes place.
Thus, assumptions are made about a work's coherence as a prelude to
analysis but those assumptions have themselves already been developed as
a result of a direct experience of that work. [67]
To this extent, Street's adoption and adaptation of a rhetorical
device Is not, necessarily, any more or less helpful than Whittaii's use
of a natural metaphor - he is just, perhaps, being a little more careful
about identifying his own a priori assumptions, about the IdeologIcal
Implications of the kind of language he chooses to use. (88]
Ultimately, of course, he is imprisoned, as are all writers, by that
language. But, at the very least, he does show that:
theory will not dwindle under the convnand of allegory. Rather
it 'cannot help but flourish', and the more It is resisted, 'the
more It flourishes', since, lIke allegory, 'the language It speaks
Is the language of self-resistance'. (69]
However, the final outcome of Street's work to date Is,
inevitably, rather negative, in keeping with the sceptical tradition of
the deconstructiofllsts with whom he allies himself, he Is quick to
criticise the substantial achievement of a writer like Whlttail and,
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though he does seem to suggest the possibility of sri alternative
framework within which modern music can be viewed, he gets nowhere near
defining a useful methodology by which these Ideas can be put into
analytical practice. This might at first appear a rather naive plea on
behalf 0f utilitarianism but If a theory Is to be of any direct value
then It must be seen to have practical analytical applications,
something which I do not readily detect In Street's hypothesis. But
then the purpose of his enterprise Is to deconstruct the language of
music theory, not to focus attention on the object of that theory i.e.
the structure of the music itself. As has been seen In other attempts
to apply analytical models from linguistics and literary criticism to
musical structure (from Cooper and Meyer's 'prosody' of rhythm to
semiotics and even, perhaps, Lerdahi and Jackendoff's Chomskian
'generative grammars'), the enterprise is fraught with difficulties. It
Is relatively straight-forward to talk about words in terms of words; It
is much more difficult to discuss music (and other non-verbal arts)
using words. This entails treating music as a text and so immedIately
denies music Its primary, I.e. musical, existence. Whether one attempts
to understand a given musical work In an aliegoricaf, an organic, or any
other context, one must be conscious of the fact that one Is Imposing an
Ideology on that Interpretation.
So we must now return to Whittail's propositions to see If there
are other ways of developing the analytical possibilities he suggests.
The central problem for Whittall Is the nature of atonality itself
and how it Is to be Interpretfed:
The main difficulty which stands in the way of developing a
workable Theory of Atonality ... is pr•cisoIy that of
-.35 -
demonstrating a convincing positive principl• which atonal pi•ces
have in common... To interpret, and therefore to analyse, Is not
just to describe but to categorize, and it may be ... that an
atonal composition can be usefully analysed through the
demonstration of contrasting categories - through polarities
rather than centralities. L70]
The term atonality still has currency, though, as we saw earlier, it Is
a blanket term which covers a diverse range of music which may have very
little in common other than an absence of tradItional tonality. To
demonstrate 'a convincing positive prInciple which atonal pieces have In
common' would appear to be not only inappropriate but also impossible.
However, I have already suggested that such atonal compositions do have
something in common - i.e. a shared aesthetic context - which can
provide a suitable framework within which to develop a new kind of
criticism. This helps us to acknowledge that the aims of atonal
composers are often similar but it should not suggest that they are
empl oying similar compositional methods or that there Is, necessarily,
any deep-level practice that unites the surface diversity of the works.
It seems to me that, to paraphrase Whittall, to build a discourse which
acknowledges the relatedness of the diverse elements of a modern
composition without denying the validity of the contradiction between
those elements ii a very different activity from attempting to Identify
a	 principle in that work which unites It with all other atonal
compositions. This does not in any way deny the possibility that
certain atonal works may well share a convincing positive constructiv.
principle, whether this be thebalanclng of polarities, the role of
symmetrical factors, or any number of other technical features, but it
should not.be assumed that all atonal works of necessity demonstrate
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these characteristics (pace Fort. - see note 41). I return to a call
for the need for empiricism within the general context of the modernist
debate.
We have admitted, then, that It Is possible to discus, modern
music in terms of absolute opposition, and that we should not expect
such oppositions to be subsumed Into some background unifying scheme.
We have also seen Whittali propose that It is possible to acknowiedge
the relatedness of the constituent elements of a musical composition
without denying the contradiction between those elements. Also we
understand that it Is possible for a work of modern art to be
Intelligible, to be coherent, without necessarily being organically
integrated. How do we then go about incorporating these general
principles into a method of analytical investigation? The
identification of oppositions in a work is not, In Itself, necessarily
problematic; opposition is not unique to twentieth-century art. The
oppositions of the 'coro spezzato' style of Gabrieli, of the concerto
style of J S Bach, of tonic and domInant in the classical style, of key,
tempo, rhythm, dynamic and texture in Beethoven, of dlatonlciui and
chromaticism In Wagner, are clearly crucial but are ultimately to be
understood within a broader tonal context: at some deeper level, the
oppositions, the 'structural dissonances' are seen to be resolved. This
is not the case with modern music. Opposition, contradiction,
fragmentation are its raison d'être. This might at first suggest a kind
of two-dimensional music which has retained the surface oppositions but
has discarded an all-embracing functional tonality which provides those
oppositions with meaning in favour of an artificially imposed scheme or
form (the same accusation has been levelled at certain •xamples of
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claesical' nineteenth-century music [71]). These oppositions are, In
fact, usually controlled or contained, but in a very different way. The
difference between tonal and non-tonal oppositions Is something akin to
the difference between centripetal and centifugal forces t72]: th. one
is synthetic, bringing opposing elements towards a centre, the other Is
antithetical, holding in some kind of balance or tension forces whose
tendency is to move is far as possible away from one another and from
the centre (the 'urge to fragmentation'). What Is Important to consider
Is the nature of that containment, the 'modernist balance of
discontinuities', as Whittali puts It. [73]
Stockhausen has talked about this containment In his own music:
Never is the same thing heard twice. Yet one has the clear
feeling that an Immutable and extremely homogeneous continuity is
never abandoned. There Is a hidden power of cohesion, a
relatedness among the proportions: a structure. Not similar
shapes in a changing light. Rather this: different shapes in a
constant, all-permeating light. £74]
Indeed, in relation to Mornente, though he still slips Into the 'language
of unity', Stockhausen admits to a notion of 'the present' as a means of
containing the many ideas in the work:
This is no self-contained work with unequivocally fixed beginning,
formal structure and ending, but a polyvalent composition
containing independent units. Unity and continuity are less the
outcome of obvious similarities than of an Immanent concentration
on the present, as uninterrupted as possIble. [75]
The problem for the analyst still remains, however, as to how
these rules of contaInment [76-], thIs balance or tension, this 'present'
or 'all-permeating light', are to be defined. Perhaps we can only go as
far as saying that, In the light of what we have discovered about the
-38 -
nature of modern art, it is likely that the disparate and opposed
elements in any given composition, if It Is a coherent utterance, are
ordered or controlled In some way but any investigation of that ordering
must proceed empirically. This means that methods of lnv.stlgation
might well be different for every piece - or at least different for
every composer or style'. To proceed otherwise would be to deny the
plurality which we have seen Meyer Identifying as one of the
character Ising features of twentieth-century culture. All that remains
In common from one work or composer or style to the next is only that
general aesthetic notion of the containment of opposed •Isrnents. This
Is an entirely different state of affairs from assuming the e priori
existence of an organic unity which binds together all aspects of a
work, however seemingly opposed they may be on the surface, by a common
technical procedure e.g. by the operation of functional tonality. It
simply says that the oppositions of a modern work of art take place
within a context which gives those oppositions meaning but never negates
the strength of those oppositions.
On one level, this containment may be defined In terms of what
might loosely be termed 'style'. Take the work of the Surrealists as
just one convenient example. The First Manifesto of Surrealism of 1924
defined Surrealism as 'pure psychic automatism' and went on to define
its philosophy $5:
based on the belief in the superior reality of certain forms
of association heretofore neglected, In the omnipotence of the
dream, and in the disinterested play of thought. [77]
Such a directive might at first appear a recipe for anarchy: anything
goes; let your subconscious have free reign. Yet, as we have already
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seen, It Is Impossible for any artist to be totally 'free': artistic
work and ideas are determined by and themselves determine the social and
historical context in which artists work. This is, In Itself,
'containing'. The end product of Surrealism was far from anarchic. Not
only is it possible to identify, In a reasonably straight—forward
manner, what defines and contains the style of Surrealism, but also
within It, the style of each Individual artist is quite clearly
circumscribed. Without in any way restricting their imaginative
possibilities, the visual styles of de Chirico, Dali, Magritte and MIro,
for example, are all readily identifiable. The paintings of, say, Dali
allow the juxtaposition and spatial coexistence of any conceivable
'object', from the recognisabie face of the painter in a familiar
landscape to the melting face of a clock, from distorted trees to
dismembered limbs - 'pure psychic automatism' or, as Dali himself
defined his work, 'paranoiac critical activity'. (78] Yet these objects
are contained by the 'logic' of Dali's styie: there is a consistency to
the paintings' composition, to the way In which these objects are placed
on the canvas and the way in which they interrelate.
	 any objects recur
from work to work - human figures, rock formations, and so on. Dali's
use of line, shape and, In particular, light, colour and shadow, are
unique and consistent. These are his 'rules of containment'. The
consistency of Dali's style does riot, in any way, synthesiss the
elements In his pictures, does riot weaken the power of the
juxtapoaltions of objects presented from his dreams; rather, It provides
a clear context in which those oppositions are allowed to operate. Such
a framework gives the contradictions meaning, allowing for the interplay
of ideas, without fixing that meaning or restricting the mysterious
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nature of the work.
The same is true of p,ore recent developments. As the modern
movement migrated from Europe after the Second World War to New York,
Jackson Poliock, for Instance, abandoned any recognlsabie images or
realistic representationalism in his paintings and between 1947 and 1953
produced a series of so—called 'drip paintings' following in the
footsteps of Surrealist automatism. Though, In theory, his paint could
fall anywhere, he controls chance: P01 lock's canvases are ianediately
recognisable. The details of the paintings may be 'indeterminate' but
the total effect Is clear. lie composition, use of colour, line arid
even the texture of the paint give his work a strength and energy. The
apparently random opposition of colours and patterns are held In dynamic
and meaningful tension. No longer did the colours or shapes of a
painting matter 2.	 50: It was the context, the way in which they were
organised that was important. One of Poilock's contemporaries, Robert
Ilotherwell, wrote of the intentions of the American Abstract
Expressionists:
The process of painting then is conceived of as an adventure,
without preconceived ideas, on the part of persons of
intelligence, sensibility and passion. Fidelity to what occurs
between onese'f and the canvas, no matter how unexpected, becomes
central ... The major decisions In the process of painting are on
the grounds of truth, not taste. [my emphasis] (79)
The same was true of music - indeed, Motherweli's statement
regarding artistic fidelity is not so very far removed from the remarks
of Birtwistle on the responsibility of composers to their material which
began this chapter. Blrtwlstie coivxnented In the lOGOs that his music
could be re-written using different pitches without changing the
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substance of the works. (80] Even Cage's attempts to let sounds be
themselves were destined to bear his thumbprint, to leave traces of his
organising mind.
What efforts, then, have been made to demonstrate analytically
such containing contexts for modern music? In his art icii on Op. 7,
No. 3, Whittall shows how the various oppositions set up by Webern (the
polarities of texture, register and rhythm) an, contained by a sen lee of
pitch class repetitions which gradually unfold the twelve notes of the
chromatic scale. [81] The final hexachord of the piece reveals the
twelfth pitch class and performs a role of closure bY virtue both of
completion (of the twelve-note sequence) and complementatfon (of texture
and motive). Nevertheless, there is also a discussion of the nature of
the pieces thematic unity - what Whittall describes as 'the recurrent
"composings out" of the Initial semitone' (82] - which, he argues,
demonstrates a modern (as opposed to a modernist) tendency in Webern:
'the traditional concern with unity a. an overriding structural and
aesthetic principal remaIns Intact'.
Such procedures are demonstrably true for Op. 7, No. 3 but are not
necessarily generally applicable to Webern's pre-serial works, let alone
other examples of atonality (although the principal of polarity may
remain constant, it is expressed through diverse procedures). in the
case of Schoenberg's atonal works, Dunsby and Whittall have suggested a
synvnetrical framework which contains the oppositions of certain pieces.
The detailed example they discuss Is the O p . 19, No. S pIano piece where
conflicting realms of register, gesture and duration are held In
opposition within a scheme of pitch syirvietries. (83]
Schoónberg's twelve-note compositIons could be viewed in a similar
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way . The method provides comprehensibility, I.e. $ logic, by means of a
set of rules of transformation of a basic interval row •nsuring
coherence without unifying a work at iii levels of structure in the way
that tonality does (pad Schoenberg - see nots 10). ContradIctions
stiii hold true. The motivic workings of Schoenberg's music may be as
rigorous as those of Brahms and so irs comprohenslbls (84] but
oppositions or contradictions cannot be resolved like dissonances in the
absence of tonality.
in his work on the music of Varôse, Jonathan Bernard claims his
purpose Is 'to express the nature of that constant quality (of Varôae's
music] in as precise terms as possible' (85] and he does this by
attempting to identify the norms of Varése's style I.e the transform-
ationai rules which control the spatial framework within which Varése's
sound masses operate. He advocates an empirical approach: 'To deai
successfully with Varôse's music, the theorist must, first, accept the
norms of Vartse's sound-universe as the only factors relevant to the
definition of structure in his work'. (86] This Is an admirable idea in
Itself but it becomes, for Bernard, an overriding theoretical obsession
when his self-imposed methodology oniy permits him to look for trichords
in the music and to Ignore other of its important aspects. (87]
in his monograph on Birtwlstle, Michael Hall sunvnarlsed the
composer's central 'organising principle' in terms of an absolute
opposition or paradox:
start with an absolutely regular and uniform pattern of the
simplest, most predictable kind then superimpose upon It a pattern
which Is its extreme opposite - something capricious and
unpredictable ... (i.e.] base everything on a combination of
chance and necessity. (883
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Though Hail then goes on to justify this statement In organicist terms
('... it is nothing SI.. than the combination which governs the growth,
development and •voiution of all living things'), it nevertheless proves
to be a useful working hypothesis by which to test the various
compositional procedurss he discovers In 8lrtwist Is's music. This is at
its clearest in his analysis of the Verses for clarinet and piano of
1965 where he sets out to discuss th. contrasts and conflicts in the
work within the containing context of a 'dramatic' Impulse. Although he
still evinces a desire to show similarity and connection dispropor-
tionate to their importance, Hall allows the unexplainable happily to
co—exist with the logical: 'Blrtwlstle'a purpose is to enrich the line
and the texture with elements that ar. not open to ready •xplanation,
but have an air of mystery about them'. [89] The possibilities of this
'organising principle' may not always be fully worked out analytically,
but I think It still holds true as a good example of the discovery of a
'convincing positive principle' in a modern music which gives analysis
Of It a context without attempting to resolve all Its oppositions,
polarities or contradictions.
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This, then, Is the hypothesis which will be •zplored In the theoretical
discussion and In the analyses which follow. The aesthet IC. of
modernism, it would seem, provide an appropriate context within which
the apparent paradoxes and possible meanings of twentieth—century music
can be investigated. I am looking (in the light of Whittall's
proposals) to build a discourse which, where pertinent, acknowledges the
--	 relatedness of the diverse elements of a Work without denying the
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In a recent and important article introducing his notion of atonal
prolongatlonal structure, Fred Lerdahi begins by addressing some of the
points raised in Chapter 1 wIthin the context of music theory and In
relation to the early atonal works of the Second Viennese composers.
What troubles him as theorist, what he describes as 'the theorist's
nightmare' no less, is what we have seen as characteristic of much
modern music, from Debussy to Blrtwistle, namely the phenomenon of
apparently Instinctively composed music which demonstrates 'coherence in
the face of no theory'. [1] Furthermore, the problem with much analysis
of contemporary music, he argues, Is the fact that it concentrates
largely on compositional method (what io I mo/Nat t I ez would call the
'p01st Ic' aspects of a works structure) rather than trying to explain
how It makes aural sense (the 'aesthesic' aspects). His article
attempts to develop the work he began with Jackendoff on tonal music [2]
and to begin to sketch 'a listener-based theory of atonal music'. [3]
Lerdahi prepares his ground by outlining what he sees as the pros
and cons of the two main ways in which analysts have already attempted
to deal with post-tonal music, namely pitch-class set theory and
adaptations of Schenkerlan theory. The arguments here have been well
rehearsed In many quarters; Lerdahi acknowledges that both approaches
are broadly valuable but choole*, as he puts It 'to focus on their
problematical aspects'. (4]
The application of Schenker-derived analytical techniques to
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twentieth-century music has had many •xponnts. The motivation for the
application of such techniques to 'modern tonal musIc' [5] or more
recent 'neo-tonal' or 'neo-Romantic' music Is fairly self evident: that
is, though composers' use of tonality in the twentlith century may
differ quite considerably from the clearly functional nature of
•lghteenth- and nineteenth-century tonality, there Is a substantial body
of music which Is constructed using at least some of the principlis of
voice-leading, prolongation, harmonIc directedness and closure which
characterise a functional tonality, •ven If Its use Involves a certain
degree of contradiction or conscious opposition. The list of such
modern tonal composers is large, but no doubt includes Britten, Copiand,
Elgar, Gershwin, Mahler, Nielsen, Prokoflev, Shostakovich, Sibellus,
Tlppett and Vaughan Williams alone with, more recently, such figures as
Robin Holloway, Nicholas Maw and Robert Simpson. In analytical terms,
the work so far undertaken has produced some interesting results.
particularly with regard to the application of adapted forms of
Schenkerian techniques, though not of course without their problems. [6]
Derrick Puffett, In his article on Tippett, would seem to sum u p the
central concern of many of these analysts when he writes:
A Schenkerlan analysis, of Tlppett or any other composer, suceeds
to the extent that background and foreground are Integrally
connected: obviously the techniques of prolongation will vary from
case to case, but In all cases one must be able to establish a
sIgnificant relationship between large-scale structure and
smallest detail. (7]
Yet, despite his apparent success in being able to produce an, If not
conventionally Schenkerian, at least conventionally Seizer ian, graph on
three distinct levels showing a clear flve-not• upper-voice descent and
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a I-CS-V-I bass arpegglation, Puffett Is still (healthily) sceptical
about the status of what he has produced:
What Is the valu, of such an analysis? Precious little, if it I.
Judged by the conclusivenss of Its results. Tlppett's fugue has
been shown to be, if not beyond analysis (other methods may be
more successful), then at least, and predictably, beyond Schenker.
Yet perhaps the very Inconclusiveness of the analysis is Its best
achIevement. An analysis laid out in a set of graphs which can be
challenged, corroborated or simply thrown away shows us the exact
nature of Tippett's tonal language, in that It demonstrates,
through its failure as much as through its success, the extent to
which that language Is tonal and the manner Sri which It Is so.
18]
This i an argument I find particularly attractive. Puffett is not Just
using an analytical technique as self-critique, though that In Itself is
useful (how far am I prepared to push this technique and at what point
do I admit that it has broken down?); he Is drawing positive conclusions
from the necessarily incomplete nature of hIs results. How far is this
piece tonal and how far can a theory designed to deal with unambiguously
tonal music go In demonstrating what sort of tonality is at work here?
As Puffett puts it:
To say, with Tlppett, that his Second Quartet Is 'in Fe Is to
make certain assumptions. Whether we agree with him will depend
on what definition of tonality we ado pt ... These (voice-leading
graphs] enable us to see accurately what kind of tonality Is In
question. [9]
By admIttIng that Tippett's fugue is, at least in part, 'beyond
Schenker', he is telling us something useful about the piece but I by
no means excluding the possibility of the use of other dIfferent or
complementary analytical techniques which could till us somethIng about
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those bits of the structure which do not work tonally. One such
approach, he suggests, Is based on inversional symmetry. What Is
crucial, It seems to me, is to acknowledge the kinds of structural
contradictions inherent in this music. This Puffett does by noting the
structural discrepancy between harmonic and contrapuntal considerations
and concludes that:
a certain amount of tension between the various musical
elements - harmony, counterpoint, and the like - Is inevitable In
a more modern piece, and that such a tension, far from being
something to be regretted, should be valued as a source of
satisfaction. (10] (my emphasis]
Puffett's acknowledgement that a certain amount of tension between the
various musical elements ... is inevitable in a more modern piece' is
not at all far removed from Whittali's proposition outlined in the
previous chapter with regard to modernism in music I.e. a balance of
discontinultles.
The more general application of Schenkerian techniques to modern
music (i.e. not Just to post-Romantic, modern tonal or neo-Romantic
music) has met with similar methodological difficulties and has been
greeted with a mixed critical response. The motIvation for such
activity would seem to be an impilclt or explicit desire on the part of
theorists to align the music of the twentieth century with the common
practIce of the preceding three hundred years. At least, this Is the
most obvious interpretatIon, in Britain, and more so in continental
Europe, the Schenkerian tradition has been less than fully absorbed by
the theoretical and analytical Community; in North America Schonkerism
has become the theoretical yardstick, the sine g
	
non of analysis, and
a failure to Judge ones analytical methods against those of Schenker (or
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how his work has been Interpreted In America) is regarded, at the very
least, unfavourably, as William Rothsteln has shown. Ill) JI. Samson
has observed that the history of the reception, development and return
to Europe of American Schenkerism also needs to be r•cognhsed:
No doubt some future history of ideas will make much of the way
holistic doctrines of German origin have been strained through an
American empiricist net to produce clean, 1ff Iclent analytical
techniques, unpolluted by troublesome issues of context or
mediation. 112]
Samson places set theory alongside the reliance on Schenkerian methods
as an equivalent 'clean, efficient analytical technique'.
Interestingly, as a Briton, he advocates that all such thinking be kept
'at a careful distance', although not without acknowledging that we
should also learn what we can from It'. [13] Such scepticism Is
crucial, I believe, In helping place the substantial achievement of
American and Amer Icanlsed theory into a broader context, particularly In
a century where, as we have seen, a unitary and unified view of a
culture and Its products would seem to be, at best, inadequate.
Early adaptations of Schenker's thinking to co pe with atonal music
have been widely discussed and the arguments need not be rehearsed at
length here. Still the most thorough account of such analyses is to be
found In James Baker's essay on Schenkerian analysis and post-tonal
music where he succinctly evaluates the contributions of Adele Katz,
Robert P. Morgan, Felix Saizer and Roy TravIs In dealing with what,
thanks to Forte, has become known as the atonal canon (essentially the
post-tonal, pre-serlai music of Schoenberg, Berg and Webern, as well as
Debussy, Stravinsky and Bartôk). (14]
Of all these attempts, the most controversial is that of Roy
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Ex. 2-1
Roy Travis: Analysis of Sctoenbec;, Op. 19, No. 2
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Travis [15], and in particular his analysis of Schoenberg's Op. 19,
Plo. 2. [16] Travis represents the nine-bar movement as a connected
tonal structure with an incomplete V-I bass arpegglatlon (see Ex. 2-1).
What suggested this analysis to him is the high degree of repetition
throughout the piece of an invariant G-B dyad plus a bass descent from G
to C In the final bars, reminiscent of tonal practice. Certainly, one
would not wish to deny that such elements suggest or rifer to tonal
music, but Is their presence in themselves enough to Justify an
Integrated tonal reading of the whole? I suspect not, any more than.
say the appearance of a sequence of apparently 'tonal' major/minor
third dyads In the twenty-first song of Plerrot luna ire locates It In
any particular key: their role, I would argue, Is merely referential,
suggestive of the 'alter Duft', but only a brief gesture, a snatched
'scent on the wind', tonality in quotation marks. There is nothing to
suggest a functional use of tonality by Schoenberg in this instance.
Joseph Straus Is one who has been critical of Travis's attempts to
'uncover prolongatlonal middleground structures in post-tonal music'.
(17] After identifying four conditions necessary, he claims, for
prolongation [18], he goes on to consider Travis's analysis of O p . 19,
Plo. 2 which fails to fulfil any of these four conditions, and so, Straus
concludes, 'this music cannot be meaningfully discussed in terms of
prolongation. For this piece, at least, proiongat ion Is an
anachronism'. [19] The circularity of his argument Is an obvious
weakness - a feature which Lerdahi has been Quick to point out (20] -
yet despite this inflexibilIty in defining the role of prolongation in
post-tonal music, Strauss general observations are nevertheless ones
with which I would concur, i.e. that a 'full analysis of this piece
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requires an explanation ... that does not deny Its obvious tonal
reference' (21] and that, presumably, places such a view within the
context of the many other non-tonal aspects of the piece. What Straus
proposes is a 'less comprehensive but more defensible model of voice
leading, one based on association rather than prolongation ... (which]
draw[s] together elements separated In time and create[s] coherence at
the middieground'. [22] HIs argument is Illustrated by examples from
Webern, BartOk and Stravinsky, as well as his own discussion of O p . 19,
No. 2. In the case of the Schoenberg movement he attempts to show that
(b]eneat h a surface suggestive of tonality, Schoenberg constructs a
network of motivic associations'; the piece's tonal allusions are thus
placed in a theoretical framework within which we can make meaningful
analytical assertions about them'. [23]
So It transpires that Straus is really an orthodox Schenkerian
who, in his own word, cherishes the concept of prolongation, and is not
prepared to see it watered down to embrace anything other than the music
for which Its originator Intended It. Apart from the fact that I have
always found such religious devotion, not only to the spirit but to the
letter of Schenker's theory, unacceptably unquestioning and Inflexible,
It does mean that Straus's hands are tied. To expect to find perfectly
formed tonal prolongation. In post-tonal music Is perhaps rather naive
in the first place, but to deny the possibility of even Iocailsed/
contextualised prolongational procedures is to disallow the richness,
even the plurality of much modern music. Rather than being required to
behave In one way or the other, It seems perfectly possible that modern
music can be both tonal and atonal simultaneously. To consider
registral,timbral, metrical, etc., association to be the only means by
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which coherence Is generated in post-tonal music is to deny much of it.
substance. I would, of course, concur that the 'basic categories of
tonal pitch structure cannot be simply or directly transferred to a
post-tonal context' (24] - it IS, after all, a diff.r.nt kind of music.
But there Is also much In atonal music that could readily be described
as directed or linear (even If this is simultaneously contradicted by
something that is static or circular) and a theory of association, based
•ssentlally on identifying abstract patt.rns of repetition, cannot
entirely account for this. Certainly Strauss rather narrow definitions
of consonance and dissonance and his insistence on a consistent
theoretical basis for making analytical decisions mitigates against more
emp iricall y-based anaiytical procedures. The problem here is twofold:
first, the over-riding obsession with theory p se (Straus's need for
the construction of a 'theoretical framework' as a prelude to making
'meaningful analytical assertions'); and, second, the expectation of
consistent modes of operation across all post-tonal music. As we have
seen in Chapter 1, the fact that all this music is calied atonal only
denotes the absence of a functional tonaiity and not the corresponding
presence of other common unifying features or procedures. I still feel
that an all-encompassing theory of atonality is neither possible nor
desirable.
James Baker has gone some way in suggesting solutions to these
theoretical problems. In his analysis of Schoenberg's Op. 19, Plo. 1, he
proceeds from evidence (both from Schoenberg's writings and his music)
that 'octave equivalence was apotent structural force in Schoenberg's
perception of his music' 125] and appiles Schenkerian concepts of




James Baker: Alternative Fundamental Structures in E or B for
Schoenberg, Op. 19, No. 1




Important relationships between non-consecutive elements, Including
long-range correspondences which affect the perception of coherence of
the work as a whol.'. [28] He presents two hypothetical Fundamental
Structures for the piece - in £ major and in B major liz. 2-2) - and
concludes that, despite the equivocal projection of tonality, 'the
compositIon provides strong evidence of the employment of a structural
bass in the Schenkerian sense' and that the Schenkerian tonal Ursatz is
a useful 'model against which one may measure the relative strength and
coherence of pitch relations'. [27] Baker himself acknowledges the
advantages of his approach in that it 'draws upon a number of theories
[Schoenberg, Schenker, set theory, etc.] yet ... proceeds within the
context of the composition on the basis of very few assumptions'. (28]
Thus, unlike Travis, and possibly in answer to Straus, he shows how
Schenkerian principles may be invoked without Imposing the possible
extraneous notions of diatonic functional tonality upon the music.' [29]
	
-
So-called 'transitional' music has proved a useful, and perhaps
less controversial, testing ground for the application of adapted
Schenker-derived analytical techniques in conjunction with set theory.
The reasons for such theoretical applications are relatively self-
evident in the context of musics which appear to straddle tonal and
post-tonal eras, namely the music of such composers as Debussy and
Skryabin, as well as Bartok, Hindemlth and Stravinsky. The work of
earlier composers which sometimes seems to anticipate certain twentieth-
century procedures, most notably that of Liszt, has also been brought
under scrutiny. (30] The earliest attempts to come to terms critically
with such music were made by Katz. [31] Her work on Debussy and
Stravinsky in particular is interesting for what she discovers it I.
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Impossible to say about their music using Schenkerlan techniques.
Seizer has had more success with a variety of pre- and post-tonal musics
In demonstrating their apparent tonal coherence but It is again of ten
what Seizer does not say about the music (the often tantalising lack of
commentary on his graphs) that is equally revealing. (32]
As suggested by Puffett's discussion of Tippett, other writers
have attempted to find ways of 'plugging the gaps' - that Is, whore a
transitional music seems to show characteristics of both tonal and
atonal music at the same time, different techniques have to be used to
talk about these different aspects. Widely discussed is Baker's
stimulating analysis of Skryabin's Enigme, Op . 52, No. 2 which combines
voice-leading and set-theoretic techniques in Its attempt to show that
'tonal forces ... are responsible In large part for the overall
coherence' of the piece without denying the structural role played by
whole-tone configurations and complementary pitch-class (PC) sets. (33]
The tonality in Enigme, according to Baker Is 'Implicit' and, as Dunsby
and Whittall have commented, the Justiflcatlon for voice-leading
analysis ... seems to be primarily through reference to an implied
dlatonicism'. (34] The fact is, a 'tonality without either am
explicit] tonic triad or any actual, diatonic consonance Is inherently
highly unstable'. [341 There is only an implied resolution to the tonic
after the end of the piece (see Ex. 2-3). What justification, any more
than one finds In Travis's analyses, Is there for the consistent
application of tonal analytical techniques? However, according to
Dunsby and Whittall, Baker argues his case that the 'presentation and
prolongation (of a diatonic triad] are close enough to those of tonal
orthodoxy for it to be defined as Db major dominant, despite the absence
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Ex. 2-3
James Baker: Background Analysis of Skryabin, Enigme, Op. 52, No. 2
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of the Db major tonic'. [36] The question, of course, is what we mean
by 'close •nough'; by what criteria can w• Judge that a piece is 'close
•nough' to a tonal piece to Justify the adoption and adaptation of
Schenkerian analytical techniques? On the one hand, we have a set of
conditions for defining the legitimacy of tonal proiongationai
structures such as those proposed by Straus, but they, as we have seen,
are too Inflexible; on the other hand, the slightest hint of diatonic
components have led Travis to view a distinctly atonal piece In tonally
connected terms. Empiricism too has its pitfall.. What is essential, I
would argue, is being able to demonstrate clearly the connection and/or
complementation between the tonat elements in the music and whatever
else is seen to be supporting or contradicting them. Baker goes some
way to achieving this, but ultimately does not succeed in integrating
the two separate strands of his analyses. Samson neatly sunwnarlses
Baker's work on Skryabln:
At its best ... his compound methodology Is genuinely
illuminating, offering a systematic means of assessing the
relative weighting of tonal and atonal elements in the structure.
But the methods themselves (and therefore the kinds of structure
they are capable of revealing) remain conceptually and practically
distinct, albeit capable of intersecting in many ways. [Samson's
emphasis] [37]
Lerdahi has adopted a similar viewpoint. The basis of his
argument Is that we do not have different listening mechanisms' for
tonal and atonal music and so to have two distinct analytical theories
for each kind of music is psychologically Implausible. Because
atonality emerged 'smoothly' from tonality, any theory designed to
explicate them should be similarly (smoothly?) connected. [38] As for
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the work of Baker, and also of Forte, he Is dismissive:
It does not suffice to apply pitch-set theory to underlying quasi-
Schenkerian levels for atonal music ... •ven though this t•chnique
may be illuminating In particular cases. Such a mixture Is
theoretically unsatisfying; it does not establish any real
connection between the theories of the two Idioms. What Is needed
Is a theory that is general enough to underli• both idioms yet
fiexibl. enough to adapt to the ways in which the idioms differ
and Intermix. (39]
Again, as with Straus, we see here an overriding obsession with
watertight theory for its own sake. But he does draw a similar
conclusion to Samson, i.e. that an ad hoc kind of comparative analysis
Is less informative than being able to bring various analytical
techniques to bear on a piece and/or repertoire within a clearly defined
yet flexible context.
Lerdahl's proposal alms to achieve this flexibility through
generality. As I have already noted, he Is in search of a 'listener—
based theory of atonal music' which attempts to incorporate the insights
afforded by both the Schenkerian and set—theoretic perspectives but
which also takes into account the ways In which listeners 'predict heard
hierarchical structures' from 'particular musical surfaces' 140], a
procedure derived from his earlier work on tonal music as set out in A
Generative Theory of Tonal Music (henceforth Cliii). Inevitably, as
Lerdahi points out, his theory will work better for music that combines
tonal and atonal elements £411 and in his analyses of various piano
pieces by Schoenberg he shows how, though traditional tonal analytical
categories are not evoked, they are nonetheless 'able to convey
intuitions of elaboration and linear connection that are fundamental to
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any understanding of the piece(s)'. (42] Thus at the centre of his
proposition is the belief that 'an atonal prolongational theory can be
developed in a way that sheds its Schenkerlan origins ... (and] can
r.late atonal to tonal prolongation at 1(n) ... abstract level'. (43]
The essence of this generailsed approach can be seen In the categories
of connection that he •xpounds which he argues can be adapted at an
abstract level In both tonal and atonal music - namely, connections
between musical events that are a) thi same, b) the same In alter•d
form, and C) dIfferent. (44] Logically, there are no other
possibIlItIes. What Lerdahi does not discuss 1 however, is the
possibility of no connection at all; every event belongs to $ connected
whole by means of strong or weak prolongation, or progression. Despite
distancing himself from orthodoxly Schenkerian and orthodoxly set-
theoretIc methods, ha still implicitly embraces the synthesising
tendencies of both these approaches. Connection rather than opposition
lies at the heart of Lerdahi's theory.
Nevertheless, he brings refreshing new insights to the analysis of
atonal music. One advantage of his psychologically motivated approach
is that it provides a firmer basis on which decisions can be taken about
segmentation, the Achilles heel 0f much pe set analysis. From GTTM
Lerdahl takes two rules, founded on psychological grounds, and applIes
them in the context of pc set theory. These are:
1: well-formedness rules (WFRs), which 'specify the possible
structural descriptions'. In the case of atonal music, grouping
WFRs operate exclusively on the level of the pitch, 'permitting
horizontal, vertical, and diagonal segmentations'.
2: reference rules (PR5), which 'designate out of the possible
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structural descriptions those that correspond to experienced
listeners' hearings of any particular piece, in the case of
atonal music, grouping PR5 for proximity, similarity, and
parallelism find counterparts in sit segmentatIon'. [45]
As Lerdahi puts it, 'Segmentation In terms of WFR5 and PR. could
accomplish a degree of predictiveness that Is currently lacking In
pitch-set theory'. (46]
Having segmented the musical surface, the next stage is to
establish a hierarchy of Individual pitches within each of these sets.
something which Is lacking In PC set theory, by the application (in the
absence of the stability conditions found in tonal music) of rules of
contextual salience which look for metrical strength, registral
extremes, motivic significance, and so on. This reductive process is
necessary for the establishment of hierarchies and Its flexibility, as
well as the way in which it acknowledges the structural significance of
non-pitch materials, is to be welcomed. However, the Schoenberg
analyses reveal a degree of ambiguity In the application of these rules.
For Instance, why should It be assumed that, out of the context of tonal
counterpoint, 'the most important pitches are those In the outer
voices'? (47] A number of writers have challenged this assumption by
suggesting that the lack of a distinct bass Is a defining feature of
much post-tonal music. For example, Jonathan Harvey has proposed that
the 'bass moves into the middle: this is our musical revolution' (48]
and Dunsby and Whittall have developed this Into a stimulating
discussion of harmony and sysmietry In relation to the same Schoenberg
piano pieces analysed by Lerdahl. [49] Other decisions ar, equally
ambiguous. Take, as one example, L.rdahl's choice of the melodic note E
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Ex. 2-4
Fred Lerdahi: Analysis of the Opening of Schoenber&, op. 11, No. 1
-	 ____
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In b. 3 of Op . 11/1 as his head tone' of the set to which It belongs
(see Ex. 2-4). He later admits to 'doubts' concerning his choice but
Justifies It because It Is next to a grouping boundary ... and because
it forms a [0147] set, sot IvicaiJy close to measur. 4'. [50) Why not
the F? It is certainly metrically and durational ly stronger and
parallels the choice of C In b. 2. Lerdahl does not tell us. Once
again, theory rather than the requirements of the musical surface seem
to be dictating interpretative decisions; his argument, at times,
appears as guilty of the circularity of which he accused Straus.
Lerdahi's definition of what he means by prolongation is not
always clear in practice. The middieground connections Indicated in his
graphs by means of tree diagrams give us some Idea but at times i find
it difficult to see how harmonies are prolonged. Why, for example, is
the principal hexachord of Op . 19/6 deemed to be prolonged? Certainly,
the opening sonority Is repeated in b. 3, but does this amount to
'strong prolongation' as Lerdahi claims? Even when other events
Intervene between statements of the hexachord Lerdahi makes no case as
to why these might not be regarded simply as something different
(meiodic as opposed to harmonic events?) rather than prolonging and
remaining under the controi of the hexachord. Straus of course argues
that 'mere departure and return do not constitute prolongatIon'. (51]
Strauss definition of prolongation Is made absolutely clear. In
his 1987 article he makes reference to earlier analytical work of his
which discusses 'mimicry of the prolongational types of tonai music
without their original significance'. (52] In a study of the Symphonies
of Wind Instruments he attempts to demonstrate bow what he identifies as
an Important surface melodic and harmonic component, pc set 4-11, also
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Ex. 2-5
joseph Straus: Associational Background of Stravinsky,
Symphonies of Wind Instrunents
Principal melodic fragment in Stravinsky, Symphonies
of Wind Instruments
The principal fragment transposed
Purr
Associational background of Stravinsky, Symphonies
qf $Md Instrurnents
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controls musical motions at the highest livel - see Lx. 2-5. [53] The
resulting large-scals bass motion outlines thrie of the four notes of
the set (F,E & D), wid.ly separated, end the pattern is completed with
the C at the dramatic climax' of the piece and again at the end of the
final chorale. This descent Is echoed elsewher, in the piece. He has
brought to our attention a similar process involving the same set in the
exposition of the first movement of the Symphony in C L54] and this is
discussed in more detail In Chapter 3. Such an approach shows a
fascinating fusion of set-theoretic and voice-leading techniques which
might appear, on first acquaintance, to get round the theoretical
problems evinced by the work of Baker and Lerdahi. However, although
Straus considers such a pattern to be coimon in post-tonal music, his
orthodoxy does not allow him to give full structural weight to it: 'The
descent cannot be considered prolongational' [55] for the reasons
outlined earlier. Yet Straus does not then tell us what the
significance i of the discovery of this pattern. Do.. it imply a
background continuity which underlies and unifies the disruptive
surface juxtapositions? Doe. it help account for the sense of synthesis
or resolution suggested by the arrival of the final Chorale? Or does it
merely indicate the linearity of the intersections of one particular
stratum, to us. Edward Cone's terminology? (56] As L•rdahi suggests, a
wor• flexible approach to the Interpretation of such Information Is
required that sheds its Schenkerlan origins' and, I would argue, the
means need to be established that enables the work'. •ssential end
irreducible oppositions to be balanced meaningfully with th. kinds of
continuities demonstrated by Straus. This holds true for much post-
tonal music.
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The musical examples discussed In the remainder of Part ii and Part Ill
do not reveal the principles of their structural organisat ion on the
application of a single analytical method. Neither Schenker-derived
voice-leading techniques nor Fortean set theory, nor •v.ri Lerdahi's uiors
general and flexible psychologically-based methods, can account for all
aspects of the structure of the music of Stravinsky, Varbse and
Birtwistie, the composers selected for more detailed scrutiny below.
Indeed, as was discussed in Chapter 1, the very expectation of a unitary
understanding of twentieth-century music is an inappropriate one given
the general tendency of modern culture towards fragmentation, disunity
and opposition. This does not mean to say that certain features of a
work's harmonic organisation cannot be accounted for in terms of pc set
structure, or that the development of aspects of its linearity are not
usefully explored by invoking concepts of prolongation, but these are
not in themselves the whole story. In the case of transitional music,
theorists such as Baker and Forte have acknowledged the validity of the
application of more than one method but, as seen above, their mixing of
methodologies has been criticised as being theoretically unsatisfying
because It does not establish any real connection between the theories
of the tonal and atonal idioms. Straus has attempted to circumvent this
problem by fusing the two methodologies in the large-scale
'prolongation' of a locally prominent PC set, but this only seems to be
searching to validate non-tonal music in connected quasi-Schenkerian
terms, even while taking account of the fundamental differences between
the two idioms. Lerdahl has shown the most flexible approach and his
rules are the most generally applicable of any theory of atonality so
far developed. His analyses reveal a willingness to allow for more than
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one reading of the same musical events though •ven he does riot yet seem
to have developed the theoretIcal criteria by which he can do more than
compare his results (they are, as it were, alternative readings
generated by the application of his rules between which It is Impossible
to decide, rather than an expression of any deeper structural opposition
or polarity).
The so-called empirical approach to the analysis of twentieth-
century music which I advocated in Chapter 1 Is the starting-point for
the analyses which follow. Comon analytical strategies emerge as a
result of the process of analysis rather than being determined a priori
within the context of any specific theoretical framework. This Is not
because I believe theory to be impotent but because both the lack of a
comon practice in the twentieth century and the plurality of individual
modern works of art necessitate a multi-dimensional enquiry, i.e. a
broader perspective than any one theory so-far developed can provide, an
enquiry that begins with the piece and proceeds inductively. The
purpose of the following analyses Is to attempt to account for the
coherence of the music under examination but without imposing on the
music any extrinsic notion of what might constitute that coherence,
which in any case is likely to differ from piece to piece or composer to
composer. I shail use aspects of theories of atonal harmony or
prolongation where pertinent though never as a means of trying to
discover some hidden unity. Such methodologies may well be useful In
Identify ing constituent slements of a musical structure but when these
elements embody a deeper contradiction which cannot be resolved a new
understanding of coherence is necessary. This is where the aesthetic
issues discussed in Chapter 1 become useful In suggesting means of
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controlling, containing or balancing the contradictions without
diminishing the intensity of those contradictions.
I have selected the music of Birtwistie for analytical scrutiny in
Part lii because, as stated at the outset of Chapter 1, his music is
generally recognised to display a strong coherence and stylistic
consistency and yet has remained relatively Impervious to any detailed
exegesis. His music is a waking embodiment of Lerdahi's nightmare:
'coherent In the face of no theory'. For this reason, if for no other,
his work is of fascination to the musician and a challenge to the
analyst. Stravinsky is the subject of Chapter 3 firstly because his
work prepares the way for any serious study of Birtwlstie'e music, and
secondly it proves to be an intriguing testing ground for the
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Aspects of Voice-Leading and Prolongation
in the Music of Stravinsky
Introduction
The music of Stravinsky's so-called neo-classical period offers a
fascinating case study in the ways In which it is possible to discuss
the roles of voice-leading and prolongational structures which behave,
in some respects, analogously to those in tonal music, but in quite
different, non-functional contexts. The neo-classicai works are not
transitional' In the sense in which the music of Liszt, Debussy or
Skryabin might be deemed to be SO; yet their references to tonal
structures, while employing aspects of a post-tonal musical vocabulary,
raise difficult and important analytical Issues which cannot easily be
resolved by any one theory. In this respect, they provide a clear and
useful model for ways in which to discuss the structure of other
modern/modernist works which are concerned with competing or opposed
systems or musical languages.
The music of Birtwistle, which is discussed in Part Ill, evinces
such a modernist concern for opposition which Is manifest In a number of
different ways. In many of his works, the oppositions are not of a
simple, single kind; usually, however, it is possible to Identify a
principal kind of opposition. 	 In the case of works as different as
Refrains and Choruses, Punch and Judy and Secret Theatre I define this
in terms of an opposition between line and circle, i.e. the horizontal
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and the vertical, the 'dynamic' and the 'static' and, by analogy, the
tonal and the non-tonal. In many works, Birtwist$e can be seen
playfully to be setting in opposition mutually exclusive musical system,
and materials; yet they do not cancel one another out: the opposition is
usually contained or controlled. This control can take many different
forms: symmetrical schemes, formal or dramatic designs, motivic
connections, etc. But in every case, as will be seen, it provides a
meaningful framework for the opposition; it does not serve to undermine
It.
Such irresolvable yet balanced oppositions are not, of course,
unique to Birtwistie; indeed, his music might best be understood as
offering a new response to the modernist challenges posed by earlier
composers such as Debussy, Varôse and StravInsky as well as by an artist
like Paul Klee (see Chapter 4). The discussion in this chapter of
specific kinds of opposition In certain of Stravinsky's neo-ciassical
works is intended to provide both a model and a context for the analyses
of Birtwistle's music which follow. Neo—ciassical works have been
chosen for detailed scrutiny because the question of a specific kind of
opposition (namely, between linear and vertical/tonal and non-tonal
elements) is clearly defined In these works. Furthermore, these bold
oppositions are contained within obvious external frames: the classical
symphony In the case of the Symphony in C, the 18th-century number opera
in the case of The Rake's Progress.
This is not to suggest that these two works have necessarily been
actual models for Birtwistie (though the parallels between The Rake's
Progress and Punch and Judy are unmistakable - see Chapter 6). More
overtly radical works such as The Rite of Spring, the Symphonies of Wind
-85 -
Instruments and Agon have had a far greater impact on his work. (1]
However, because, as has already been observed, the oppositIon between
tonal and non—tonal elements in the neo—ciasslcal works is relatively
(albeit controversially) self—evident, the analytical issues are
similarly that much more clearly defined. The analytical challenge, as
outlined In Chapters 1 and 2, is the attempt to Identify the meaningful
ways in which the opposition between continuous and discontinuous
musical materials can be understood to be balanced or contained, i.e. to
attempt to account for the ways In which, in Its own terms, the music
defines its coherence yet avoids the extremes both of organic wholeness
and of random collage.
A number of writers have attempted to address these issues in
connection with the more radical works of Stravinsky referred to above.
Perhaps the most Influential of these has been Edward Cone in his
analysis of the Symphonies of Wind instruments which, though now thirty
years old, still possesses a freshness in its approach. (2] Cone
identifies and defines modernist techniques of stratification where
fragmentary musical materials are successively opposed and kept
distinct. Such techniques are similarly Important in any understanding
of Birtwistle'a music: Cone's analysis of the Symphonies provides a
useful model for the examination of the stratification of musical
materials in works as different as Verses for Ensembles, Earth Dances
and even the recent Antiphonies. [3] And, of course, examples of
stratified or mosaic—like musical structures can be found in the work of
many other twentieth—century composers (which may be understood to
anticipate or parallel Birtwistie's works In some way) from Debussy and
Varése to Messiaen and Tippett. (4]
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However, Cone also discusses the means by which stratified
materials are organised over the larger span of the music and are made
to balance or cohere. Interlock, i.e. large-scale connections across
local inter-ruptions, Is one way in which continuity is effected. Most
importantly, the Initial stratification of material Is not contradicted
by the music's movement towards a specific goal ('some sort of
unification', as he describes it [5]). Cone's notion of 'synthesis' is
one where elements of continuity and discontinuity are held in balance.
Stratification of a different kind from the Symphonies Is evident
in The Rite of Spring. Here, the simultaneous layering of musical
materials Is to be found. Distinct musical objects (to use a favourite
term of Varése and Birtwlstie) can be discerned, for example, in the
'Procession of the Sage' which is made up of discrete harmonic areas
superimposed. The stratification of these repeating musical objects Is,
of course, as much rhythmic as It is harmonic - something which is
equally apparent in both the piano duet version and the full orchestral
score. Certain strata are absent from the piano duet score, the most
significant perhaps being the pedal D (timpani and contra-bassoons)
throughout the section (figs. 67-71), which tends to 'root' the music
without contradicting the harmonic/ rhythmic/Instrumental separation of
each stratum. Forte has attempted to demonstrate how the section Is
'contained' by its deep level harmonic connectednese (by means of
complementary PC sets) within the work as a whole. [6] In a different
way , Stravinsky's invocation bf the image of a procession here would
seem an appropriate one, allowing the members of that procession to
maintain their Individual Identities while being given a 'collective'
meaning in their common movement towards the same goal. The model of
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the procession, as will be seen in Chapter 4, Is one which Birtwistle
has found particularly attractive (The Triumph of Time, Endless Parade,
etc.) - where the overall context Is defined but within which content
can still be flexible and where Individual objects are often defined by
repetition.
For Stravinsky. as mentioned above, in many of the rieo-classical
works the context or frame is much more clearly defined than in The Rite
of Spring. In the case of Agon, the frame is provided not only by the
classical dance movements but by the number twelve: twelve dancers
(divided four male, eight female), twelve movements (divided into four
groups of three) punctuated by a Prelude and interludes, and, in places,
its twelve-note serial organisation. Within this frame, however,
oppositions continue to operate, e.g. successively between diatonicism
and chromaticlsm/serialism - almost an opposition of 'styles' one might
say. This model, too, is clearly operative in Birtwistle's music. The
discussion below (Chapter 6) of the 'Morals' from Punch and Judy, for
example, illustrates the use of a conventional external frame (operatic
numbers 1
 dances, etc.) as well as a control provided by the number
eleven in terms of rhythmic organisation (see Ex. 6-1) and pItch
disposition (Ex. 6-5). In 'Moral I' as a whole only eleven of the
twelve pitch-classes are employed (a point made in Ex. 6-4 in relation
to the absent centre of C). Yet this is only a context: oppositions
retain their potency throughout.
A similar kind of stratification is evident in some of Debussy's
music - at Its most extreme It presents the analyst with many
interesting challenges. The Cone-like stratification through the
juxtaposition of musical Ideas in Jeux has already been alluded to (the
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Ex. 3-1
Debussy, 'Broul I Iards
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parallels with the Symphonies of Wind instruments, dedicated 'to the
memory of Claude Achille Debussy', are striking), in Jeux, Interlock is
also clear across successive statements and development of material, and
it could be argued that Debussy achieves a degree of synthesis ('some
sort of unification' of material) at the end. (7]
The oppositions in a piano miniature such as 'Brouillards'
(Prólude I, Book 2) are much starker. The most obvious opposition in
this piece Is between the black and white keys of the piano keyboard -
clearly seen at the opening where vertically placed 'naturals' in the
left hand are set against horizontally placed 'fiats' in the right hand.
It might even be possible to suggest that there Is a structural
opposition between 'tonal' elements in the left hand (centred on C) and
'non-tonal' elements in the right hand (possibly centred on Db) which
are occasionally brought together. Ex. 3-1 is by no means a complete
account of Broulilards' (some passages are impossible to graph in tonal
terms which, like Puffett's graphing of Tippett's String Quartet No. 2
discussed in Chapter 2, tells us something interesting about the nature
of the 'tonal' language in operation here) but it attempts to
demonstrate how opposing systems can relate without undermining the
strength of the opposition. An alternative reading is presented by
Richard Parks, who has used pc set theory to articulate structural
oppositions In terms of membership or non-membership of 8-28, the
octatonic set. (8] But perhaps the most challenging discussion of this
Prôlude is that of Dieter Schnebel who suggests that its distinct
rhythmic strata are contained in relation to the octaves of the harmonic
series according to which, he argues, the pitches are organised. (9]












(Ex. 3-2a) comprises the fourth octave of the harmonic series with G as
its fundamental (see Ex. 3-2b) while the pitch content of the right hand
added to this (Ex. 3-2c) belongs to the fifth octave of the same series;
the left hand therefore plays notes of longer durational value (quavers)
than the right hand (quintuplet demi-semiquavers) corresponding to their
lower frequency (Ex. 3-2d). Rhythmic and pitch material are intimately
related yet the strata remain distinct.
in some senses, Varôse's modernism is much more direct and
uncompromising than that of either Stravinsky or Debussy. When he wrote
of the 'movement of sound masses, of shifting planes ... taking the
place of linear counterpoint' (10], he might have seemed to be
suggesting a radically new kind of music which eschews any sense of
linearity (interlock) in favour of bold and absolute oppositions. Yet
there are aspects of Varése's music which appear linear. There Is often
a sense of forward motion in opposition to other elements of the music
which are 'static' or organised in blocks. Once again, an examination
of the 'containment' of the opposition between continuous and
discontinuous musical elements presents a fascinating analytical
challenge as well as providing a context for the discussion of similar
kinds of oppositions found in Birtwistle's music (the parallels between
the ideas of Varése and Birtwistie are discussed at greater length in
Chapter 4). The published analyses of Vartse's work are small in number
(11] and, as suggested in Chapter 1 (p. 43), the only substantial study
- that of Jonathan Bernard - goes too far In implying a synthesis of
opposed materials as a result of a too rigorously applied theory of
trichordal unfoldings'. (12] The first movement of Octandre (1923), for
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elements and, moreover, suggests interesting correspondences between its
opening and that of Blrtwlstle's Refrains and Choruses (1957), which is
analysed in detail in Chapter 5. The opening of the movement
essentially consists of the unfolding of a chromatic linear sequence:
the first ten pcs are revealed by the oboe (bs 1-5), the eleventh
fol lows with the entry of the clarinet (b. 6) and the sequence is
completed by the oboe at the end of b. 9 with its high G (Ex. 3-3a).
The music then rapidly expands, almost explodes, outwards - an example,
perhaps, of the kind of movement and collision of sounds of which Vartse
spoke. Subsequent passages are much less obviously linear, e.g. at bs
19-22, static harmonic blocks are starkly juxtaposed and there are no
immediately obvious connections from bar to bar. However, consistent
use of large forms of id (major 7th/mInor 9th) act to contain the
juxtapositions without, in any sense, dissolving their oppositional
status (Ex. 3-3b).
As stated above, Birtwistle's music offers a new response to the
modernist challenges posed by earlier twentieth-century pioneers such as
Debussy, Varése and Stravinsky. The structure of the music of all of
these composers is concerned, in different ways and to different
degrees, with competing or opposed systems or musical languages. The
balancing of opposed categories - specifically, the use of a non-tonal
musical vocabulary within tonal structures - is perhaps at Its clearest
In Stravinskys neo-classical works and so this music offers a fruitful
testing-ground for the problems of analytical Interpretation discussed
In Chapters 1 and 2. CertaInly, the clearly modern concern of the
pieces discussed below with those Issues outlined in Chapter 1
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(fragmentation, opposition, the use of self-conscious and referential
formal devices, etc.) makes them no less appropriate models for the
critical examination of later modernistic music than more radical early
manifestations of modernism.
Stravinsky, Neo-Classicism and Tonality
Stravinsky's neo-classicai music is often discussed in tonal terms. At
first sight, this might seem an unremarkable fact given that Stravinsky
himself was prone to describing his own music in such a way: Symphony in
C, Concerto in D, Serenade in A. These titles invite both listener and
critic to understand the music in relation to the earlier models and the
tonal system they invoke. Even the most distinguished scholars appear
happy to talk about Stravinsky's music in this way, and most seem not in
the least uncomfortable with a discussion of Stravinsky's neo-ciassical
music in terms of 'keys'. Take, for example, discussion of The Rake's
Progress, a work which could be considered the epitome of Stravinsky's
neo-classical outlook (and thus one of the most obvious candidates for
exegesis in relation to tonal music - in this case, eighteenth-century
operatic models). Both major studies dedicated exclusively to the
discussion of this work adopt a vocabulary which is essentially that of
functional tonality. Robert Danes, in his exploration of 'neo-ciassicai
Intent' in The Rake's Progress, writes of its 'ingenious ... use of
tonal relationships, none of which are in the least accidental.
Sensitivity to and control of keys is one of the strongest organising
parameters in the opera, functioning not only on the tonal level but on
the symbolic plane as well'. (13] There follows a traditional
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'structural analysis' (his term). Danes does acknowledge the
possibility that the opera's tonal organisation might occasionally be
compromised or ambiguous: 'Stravinsky's use of pan-diatonicism and
bitonality serve often to obscure clear key feeling' and when 'two
functionally related harmonies (are] superimposed ... (it] makes it
difficult at times to identify the prevailing key of a number or
section'. (14] Nevertheless, the assumption remains that each number or
section must be in one key. Most of the ambiguities he identifies are
conveniently discounted as 'colour effects'; contradictory elements are
seen (and heard) to be subsumed into the prevailing and controlling
tonality and thus their disruptive effect Is minimised. This makes it
possible for Danes to conclude that, in The Rake's Progress, 'no real
tonal ambiguity exists' (15], i.e. any perceived ambiguity is only a
surface feature and has no structural role to play.
I have profound difficulties with this approach, and below I offer
alternative readings of selected passages from The Rake alongside
Danes's scrutiny of them. My principal reservation Is that such a view
downgrades features which I perceive as being crucial to the music's
structure - indeed, to Stravinsky's method as a whole. He is not, it
seems to me, idly playing with Classical models, twisting key relations
here, jazzing up the harmonies there. The Rake is not Cosi with wrong
notes; otherwise it would hardly strike audiences today as the
sophisticated and coherent musico-dramatic statement which It evidently
is (a piece of sub-Mozartian pastiche would surely not have maintained
its position in the repertoire of European and North American opera
companies as The Rake has). (16] Fundamental to Stravinsky's language
is a notion of irresolvable oppositions (or oppositions that display
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degrees of incompatibility), and not least the opposition between past
and present, a fact that the composer himself acknowledged on a number
of occasions. (17] His most celebrated credo in this regard is to be
found In the chapter on 'The Phenomenon of Music' in the Poetics of
Music where he states categorically that his compositional interest lies
not in generating a functional tonality but in creating order (what he
calls 'form') by whatever means: 'A system of tonal or polar centres is
given to us solely for the purpose of achieving a certain order, that is
to say more definitively, form, the form in which the creative effort
culminates'. (18] In other words, an order is imposed on disparate
material but one that does not necessarily imply a synthesising or
unifying approach. '(O]ur chief concern is not so much what is known as
tonality as what one might term the polar attraction of sound, of an
interval, or even of a complex of tones. (19] Stravinsky makes it
clear that these poles of attraction are quite independent of the closed
tonal system: 'we can bring the poles together without being compelled
to conform to the exigencies of tonality'; (20] however, this by no
means denies the possibility 0f working with tonal elements: 'it well
may be that I remain for a considerable time within the bounds of the
strict order of tonality, even though I may quite consciously break up
this order for the purpose of establishing a new one'. (21]
Stravinsky's views should help frame the way in which we might approach
The Rake's Progress, where reference is undeniably being made to tonal
models but where tonality is not the whole story, i.e. other
complementary systems are also in operation which consciously oppose or
break up the order tonality appears to establish. Thus, when Paul
Griffiths, the author of the other principal study of The Rake, writes
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Ex. 3-4
Stravinsky, The Rakes Progress, Act I/H
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that the Duet & Trio which begins Act I Is predominantly 'in A major',
that the orchestral prelude to the opening Chorus of Act I, scene ii Is
'a boisterous Introduction in C major with a tipsy middle section In B
major', and that the Chorus at the end of the same scene is 'In the key
of A major once more' (22], what does he mean? What kind of A, B and C
majors Is he talking about? What sort of aria in A major contains not a
single unadulterated root position triad on A? What sort of A major
omIts its dominant almost entirely and usually incorporates the 2nd and
4th degrees into the tonic triad, as In the final I/li Chorus? What
sort of B (however tipsy) studiously avoids its dominant and what sort
of C contains its own dominant, as in the opening 1111 Chorus (Ex. 3-4)?
There are obviously aspects of the keys Griffiths cites being
articulated in these instances - the signatures alone indicate we are
meant to conceive of them In relation to tonal models - but there are
other things going on besides. Though there does, for Instance, appear
to be some kind of distinction between 'consonance' and 'dissonance'
(one of the primary features necessary for tonality to exist), it is
contextuafly defined rather than being dependent on strict rules of
counterpoint - It Is, one might say, referentially rather than
functionally articulated. There are still hierarchies but they are of a
different order from those In tonal music, and certain oppositions
rema in.
Menachem Zur has commented on this rather peculiar critical
situation: 'The early music of Stravinsky Is sometimes humorously
referred to as u the school of wrong notes 0 ... (A)ny new musical
language which includes a hint of traditional tonality and structure of
triads is interpreted as an extension of old, known patterns'. (23]
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Other writers have attempted to confront the apparent contradiction
between Stravinsky's modern musical language and outlook and his use of
older forms and styles. As early as 1954, Robert Craft, writing on The
Rake, observed that 'in using old operatic devices and clichés
Stravinsky has In fact created fresh and vital music'. (24] After
examining part of the first Act II recitative he concludes that 'the
question is not whether a composer has used an old pattern, but what he
has created with it'. (25] In a perceptive article from 1957, Roger
Sessions wrote:
nothing could be clearer today than the fact that the
tradition on which the great fluorescence of the eighteenth and
nineteenth centuries was based, has no longer any vitality so far
as the present and the future are concerned ... For In spite of
Its apparent break with everything that bore the imprint of
'modernism' in the nineteen-twenties, and in spite of Stravinsky's
very conscious and even outspoken development of Impulses derived
from certain styles of the past, in his music the familiar
concepts have taken on quite different meanings. Tonality,
diatonicism, chord-structure - even harmony, rhythm, expressivity
- have quite another meaning for him than they had for Haydn or
Brahms; and it is futile to apply to his music the analytical
criteria which are valid for theirs. (my emphasis] (261
This then is the nub of the problem for the analyst of Stravinsky's
music - and, indeed, more generally of modern music. How is it possible
to make sense of the music in its own terms, i.e. without relying
entirely on theories and analytical methodologies developed in an
earlier age or to cope with tonal music. This is not to suggest that
twentieth-century music is utterly independent of the past (though some
Of it claims to be); far from it: one of the defining characteristics of
modernism would appear to be the very self-consciousness of Its art
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manifested in an acute awareness of the past. To deny the tonal
references in Stravinsky's music would be foolish (27]; but to discuss
that music purely in terms of tonality Is also misguided. it is, as we
shall see, the juxtaposition of old and new, and the tension of the
ultimate irreconcilability of past and present in stravinsky's music
that gives It Its vitality.
Stravinsky himself commented on this relationship between past and
present on a number of occasions, not in terms of neo-classicism (a
label he abhorred) but in terms of his own compositional procedures:
What interests me, whatever I love, I wish to make my own (I am
probably describing a rare form of kleptomania). (28]
Pulcinella was my discovery of the past, the epiphany through
which the whole of my late work became possible. it was a
backward look, of course ... but It was a look In the mirror too.
No critic understood this at the time, and I was therefore
attacked for being a pasticheur, ... blamed for deserting
'modernism'. (29]
Critics today are just as capable of mistaking changes in surface style
for changes in compositional method. (30]
Perhaps the most significant recent study of the role that music
and Ideas of the past have played in twentieth-century music is to be
found In Joseph Straus's Remaking the Past. Here he discusses not only
the music of Stravinsky where there is an explicit confrontation of past
and present, but also the works of other modernists (Schoenberg, Bartok,
Webern and Berg) which are, he argues, 'remarkably rich in allusions,
both overt and concealed, to older music. (31] Straus describes what
he calls the 'stylistic and structural gulf' that separates the tonal
and post-tonal elements to be found In much music of the first half of
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the twentieth century, but goes on to argue that, because the older
elements retain their 'traditional associations', even within the
context of the new, 'they become the locus of a productive musical
tension'. (32] In the case of Stravinsky, it is the tension between the
clear links his music makes with tradition and the ways in which this
material Is reworked 'in his own image' (33] - the backward look and the
look in the mirror. Stravinsky's music is no less 'modern' for the
presence within It of aspects of pre-modern music. It is both the
reasons for this modern obsession with the past (which leads him towards
attempting to develop a theory of musical influence) and the ways in
which such a situation can be dealt with analytically that form the
substance of Straus's book.
The model for this enterprise is provided by Harold Bloom's work
in relation to poetry on the 'anxiety of Influence' (34) which concerns
Itself with intertextual relations whereby poets (and, by analogy,
composers) misread and reinterpret the past according to their own
individual creative needs. As Straus points out, the application of
Bloom's ideas to twentieth-century music is useful not least because it
offers an 'antidote to what has become a virtual dogma in music theory:
organic coherence ... Old and new are not reconciled or synthesised but
locked together in conflict. The coherence of these works is won
through a struggle'. (35] This was, of course, the subject of Chapter 1
- modernism in general seems more concerned with the conflict of
discrete and distinct ideas (and not only of past and present) held
within a coherent but non-syritheslsing context. This demands a new
analytical view: theories des gned to look for organic coherence will
not be wholly appropriate. As Straus concludes, 'we must not make the
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mistake of assuming that the presence of these allusions (to traditional
tonal music] requires us to engage the entire apparatus of tonal theory.
To do 80 would result in analytical and critical blunders'. (36] It is
of such blunders, I argue, that Danes and Griffiths, among others, are
guilty.
However, though vehemently opposed to any wholly organic view of
twentieth-century culture, there does appear an Implicitly synthesising
under-current to Straits's thesis. His reliance on pitch-class set
theory ('[one of] our best analytical tools for the post-tonal
repertoire' [37]) Is one indication of this, i.e. a desire to discover
common harmonic practices across works by very different composers. To
argue, as I did In Chapter 1, that twentieth-century composers share a
(broadly defined) modern/modernist aesthetic is very different from
arguing that, despite surface differences, composers are working In the
same way. To my mind, this again suggests the theorist's search for
some (unachievable) all-embracing theory of atonality. The dominance of
older cultures within our present culture and the self-conscious
obsession of twentieth-century artists with the past is incontestable,
and a theory of Influence may be useful In this regard; it is surely,
though, the differences between the responses to the past of Schoenberg
and Stravinsky that are of significance. I cannot understand why it
should be necessary - or, Indeed, even possible - to attempt 'to
document their common strategies for coming to terms with earlier
music'. [my emphasis] (38] The past has provided models for
contemporary composers in so many different ways that it would seem
highly unlikely that any common strategies exist other than of the most
generalised kind. The act of the reinterpretation of the symphony in
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the hands of, say, Stravinsky, Sibelius and Maxwell Davies is not enough
to suggest a unity of compositional practice between these figures, any
more than the modernist concern for past music in Schoenberg,
Stravinsky, Berg and Bartok is manifested through common compositional
strategies.
In what ways, then, is it possible to develop a meaningful discourse
about Stravinsky's neo-classical works that acknowledges the music's
indebtedness to earlier tonal procedures yet does not deny its central
polarities or oppositions, while at the same time identifying the
individuality of Stravinsky's response to these issues within the
context of early-twentieth century modernism? The analytical discussion
which follows is an attempt to develop such a discourse. It will try to
show how the Juxtaposition of two competing systems In a single work
(which, according to Daniel Albrlght, is what Stravinsky's music is
'about' - see note 5) does not necessarily imply incoherence but needs
to be examined in a different context to allow for a new kind of
coherence independent of pro-modern notions of unity and organicism.
'The Rake's Progress'
The insistent reiteration of an E major triad in the Prelude to The
Rake's Progress has led commentators into discussing It in traditional
tonal terms:
Before the curtain rises there is a brisk, buoyant, fanfare-like
summons scored essentially for the trumpets and horns. The key is
E major, dominant of the A major which is prominent in the first
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and last scenes. [Griffiths] (39]
The fanfare gestures are obvious: the music has, generically, many
surface connections with earlier operatic fanfares from Monteverdi to
Verdi. Like many earlier fanfares, it seems to concern itself more with
the blatant repetition of a single triad, a call to attention, than with
p layi ng a tonally defining role.
By way of comparison, let us take a brief look at the toccata
which heralds the start of Monteverdi's opera, Orfeo. [40] In essence,
it too is a prolongation of a single triad, in this case D major, with
scalic figures serving to decorate the notes of that triad. In fact,
prolongation is rather overstating the case: the fanfare is merely a
horizontalisation of the D triad over a D pedal (see Ex. 3-5). It does
not really belong with what follows: its function is gestural and
conventional, to attract the audience's attention and to frame the
drama. Though what follows is also in D (minor), there is little other
connection - indeed, the fanfare music was written in C, though it Is
generally assumed to have sounded a tone higher. (41] The opening
ritornello of the Prologue defines its own tonality without reference to
the toccata. Stravinsky's fanfare is, in one sense, completely
different In that there Is no need for it. After all, The Rake was
written to be performed in post-Wagnerian theatres where the ringing of
warning bells and the dimming of house lights are signa' enough that the
drama is about to begin. Why the need for the calls to attention when
the music which begins Act I is completely different? By writing of the
E major' of the fanfare as 'the dominant of the A major' of the Duet &
Trio, Grifflths is suggesting a connection which, as in the Monteverdi,








functions as a dominant preparation for A. It exists more in opposition
to what follows and belongs where it does almost as a fanfare in
Inverted commas because that Is conventionally where operatic fanfares
belong. (42]
The 19-bar Prelude consists of a prolongation of an E major triad
by means of melodic neighbour-note motion and arpeggiatlon of the triad
In the bass (not a 'bass arpegglation' In the conventional Schenkerian
sense). There is no linear upper-voice descent and the dominant is only
weakly represented (see Ex. 3-6b). The principal means by which 'E
major' Is articulated, however, Is simply through the Insistent,
fanfare-like repetition of the triad of E major in close position.
It Is possible to regard the Prologue as tonal In the sense that
it demonstrates a number of tonally defining features: an essentially
triadic harmony; triadic prolongation by means of horizontalisation and
neighbour-note motion; and a consonant background' contrapuntal
structure. But what justification Is there for talking about
prolongational structures in this music? On a general level, Joseph
Straus's four conditions necessary for prolongation (see the discussion
of 'The Problem of Prolongation in Post-Tonal Music' in Chapter 2) are
all fulfilled:
1) there is a distinction made by the music between consonance and
dissonance. Consonant triads are gesturally/rhythmicaily accented, not
just the reiterated E major triads which take up such a large proportion
of the music (bs 1-2, 11 & 18-19. or about 26% of the number), but also
the B major (bs 6-7) and G* major (b. 10) trlads which in a similar way
articulate the beginnings and endings of phrases. Intervening harmonies
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e.g. the first harmony in b. 3, built of 5ths (E-B-Fe], Is heard as less
dissonant (simpler) than the predominant harmony of b. 17 (E-B-F*-Ae]
(more complex);
2) there is a hierarchy of consonant harmonies. Greater statistical
and, by Implication, structural weight Is given to the E major triads
than to the other triads. A sense of movement is created away from and
towards E;
3) for similar reasons, the 'embellishment condition' holds. The
melodic C*s in bs 4 and 16, for Instance, are heard as neighbour notes
to the Bs which surround them, both for statistical/rhythmic reasons and
because they are heard in relation to the hierarchically superior
harmonies supporting the Bs; and
4) there is a clear distinction between vertical and horizontal
dimensions, i.e. between harmony and voice-leading. Melodic motion is
generally conjunctive, bass motion is generally disjunctive (see
Ex. 3-6a).
And yet, of course, this Is not a piece of eighteenth-century
tonal music. Though there is a clear motion from consonance to
dissonance brought about by means of voice-leading, a more detailed
reading suggests that the status of the dissonances and their
'resolutions' Is not as unambiguous as might at first be supposed.
Take, for Instance, the dissonance already referred to in b. 3. It is
dissonant because It stands between two consonances. Even though the
essential motion of the bass to the 5th degree and back and the Inner
voice from 3-2-3 Implies a localised I-V-I progression (see Ex. 3-7a),
the D* Is 'missing' from the V' chord and, instead, the E from the
chords which surround It remains invariant wIthin it (see Ex. 3-7b).
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How then do we interpret this chord? Merely as a decorative dissonance
which acts as some kind of foil to the consonances, so reinforcing the
identity of those consonances? As a substitute dominant which, to all
Intents and purposes, behaves like a dominant but has a 'wrong' note
thrown in to add colour? Or as a much less arbitrary harmony which
plays an important referential role in the music and sets up an
opposition between its apparent tonal function and its non-functional
structural identity? The harmony at the start of b. 3 is actually both
tonic and dominant in that it contains a superimposed pair of fifths
which define tonic (E-B) and dominant (B-Fe). The resulting (0,2,7]
collection is an important recurring sonority throughout the Prelude: it
occurs in identical form in bs 14-16 and in a different form (A-E-B) In
bs 5 and 8, and from it is derived, again by voice-leading, the more
dissonant (0,2,6,7] form in bs 14-17 (Ex. 3-8 shows the process of
transformation from tonic triad by means of voice-leading).
Furthermore, it Is this collection, it seems to me, which provides
a link with the Duet & Trio which follows by making a referential
connection - not, as Grlffiths would have it, by the E triad functionirg
as the dominant of A. It is the (0,2,7] set, In various guises (I.e. as
pc set 3-9 in its (0,2,7) and (0,5,7] forms), which forms the basis of
the first five bars of I/I (Ex. 3-9). (43]
The only possible 'functional' connection between Prologue and I/i
is in the voice-leading which links them, I.e. the way in which the
(0,2,7] sonority which opens I/i emerges from the E major triads at the
end of the Prologue (Ex. 3-10). Note how, in the final bar, the triad -
which in its pure form has only ever occurred in the same registral
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also typical of a certain kind of cadential gesture In StraVinsky's neo-
classical works where he over-shoots the conventional point of closure.
In this case, we do not end with the root position triad In b. 18, as we
might expect, but with a more thickly scored version of the chord in
first Inversion. Another example of such a cadentlal gesture can be
seen below In the chorale which ends the Symphony in C.
The 3-note collection has Important connections with other parts
of the opera too, and these will be discussed below.
What, then, Is the relationship between the detail of the voice-
leading and the referential sonority In the Prologue? Ex. 3-11 Is an
attempt to graph the foreground detail. What is Immediately apparent is
that though at a middleground level (Ex. 3-6b) the structure appears to
be connected, this is much less clear at the foreground. Continuity Is,
In fact, deliberately interrupted. The most obvIous breaks come between
bs 10-11 from the chord of Ge back to E; and between bs 17-18 from the
(0,2,6,7] chord back, again, to an E triad. It Is almost as If the
voice-leading Is able to take the music away from the tonic (note the
comparative ease with which it 'modulates' to V and then Ill) but is
unable to return other than by rupture and insistent referential re-
statement of the tonic. There are links across these breaks of common
notes (Ge across bs 10-11; E-B across bs 17-18) but these serve mainly
to emphasis. the essentially static centrality of the E-Ge-B triad
rather than to suggest any clearly directed motion. A sense of forward
motion, however, Is generated by the referential sonority In the way
that It becomes progressively more dissonant, I.e. It appears to move
further away from the tonic triad (a process outlined In Ex. 3-8).
There Is thus an interesting complementary relationship between the
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voice-leading which Is locally linear/directed but overall is
circular/undirected, and the organisat ion of static harmonies which on a
larger scale give a sense of forward motion.
The foreground voice-leading of the Act I/I Duet & Trio Is more
difficult to account for. Ex. 3-12 attempts a middleground view, trying
to Indicate what Is 'A majorish' about the number. This Is difficult
because the A major triad In root position Is hardly ever stated (and
then only fleetingly) and when A does occur in the bass, as Ex. 3-9
makes clear, the harmony Is not triadic. The overall structure, though,
outlines a symmetrIcal lower- and upper-neighbour note oscillation about
A. The end of the introduction (b. 11) and the final cadence are the
only clearly articulated moments of closure In the entire number. The
sense of A major In the first section (Anne) comes from the fact that a
first inversion A chord seems simply to be prolonged, and a little
Mozartian gesture (Ex. 3-13a - it first appeared, silghtiy more hidden,
In bs 1-2 of the Introduction), almost like some classical 'objet
trouvé' suggests A (at least, we recognise that such a gesture is likely
to occur in A major in its classical context). Soon, however, as If to
prove that this figure is a free floater, I.e. that It is not tied by
any functional tonality, It combines with forms of Itself to suggest,
once again, the referential set (Exs 3-13b/c). The result is a more
static music than ever one would expect in a tonal context.
The second section (Tom) seems more dynamic, even though it
begins, more or less, as a transposition down a tone of Anne's music.
Now root position G major triads do occur, and the voice-leading appears
more clearly directed. The same Is true of Trulove's music (in '8').
At fig. 20 (b. 95) the music slips back to where It began at fig. 2
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(b. 12) and centres Itself, once again, on A.
Connections between sections are thus motivic and according to a
pre-ordained symmetrical scheme. There is, furthermore, a shape to the
whole, a movement from relative stasis to relative dynami sm and back -
away from and towards contextually defined (structural) consonance. As
Ex. 3-12 proves, though voice-leadings have a role to play In the
number, It is not a connected tonal structure but one which balances
many different, albeit interdependent, elements.
The connections Griffiths suggests in terms of key between
Prologue and the first and last scenes of Act I are made referentially
by means of the (0,2,7] set. Though we may wish to contest the
observation that the final 'lanterloo' Chorus of I/il is wholeheartedly
'In the key of A major once more', the explIcit presence, both
vertically and horizontally, of Interval-classes (Ics) 2 and 5 might
alert us to the pervasive harmonic control of the (0,2,7] collection.
More specifically, the number opens with the conjunction of the two
forms of the set found alternating In the opening of the i/i Duet &
Trio, namely [A-E--B] and (D-A-E], the latter vertically In fifths, the
former horizontally in fourths (Ex. 3-14). Taken on its own, the melody
might be heard to prolong an A major triad (Ex. 3-15) but it is not
contextually supported by the harmony and is always cut short, I.e. It
appears to deny its own continuity and directedness, thus reinforcing
the sect lonalised, non-functional nature of the harmony. Re-statements
of this melody appear to be connected by a half-bar semiquaver scalic
figure but It is kept distinct in terms of its scoring and, in any case,
it Is not clear what it Is connecting. It Is almost a classical scalic
connecting figure in quotation marks. More importantly, it outlines a
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descending fourth, E-B, complementing the rising melodic fourth, A-D:
taken together they articulate the 4-note collection from which the
vertical harmony Is built (D-A-E-B] (see Ex. 3-15). Even where the
music is more clearly centred on A with the entry of the chorus at fig.
164, a pedal of a major 9th (A-B) is to be heard in the accompaniment
which, taken with the perfect fifth (A-E) outlined by the voices,
articulates once again the (0,2,7] trichord. The centrality of this
sonority is confirmed by the final cadence which, though it feigns
resolution by allowing the D in the bass to move up to the A (a plagal
cadence?), the (0,2,5,7] tetrachord remains (Ex. 3-16a).
This fourth/plagal relationship is to be found elsewhere In the
number. On occasions the Chorus moves to unexpected (and unrelated)
harmonic regions which demonstrate a tendency to define themselves
plagally'. At fig. 168 the music appears to centre itself around B; at
fig, 168+3 it Is G; at fig. 169 it is C; and at fig. 169+2 it is A. The
interval of a fourth is highlighted not only cadentially but also
melodically (see Ex. 3-17).
These allusions to plagal cadences are complemented by allusions
to other tonal patterns. For instance, taken on its own much of the
choral writing displays aspects of tonal voice-leading (and so,
presumably, gives rise to Griffiths's assertion that the Chorus is in A
major). For example, in Ex. 3-18. A major is prolonged by traditional
means of arpeggiation, neighbour note and passing note motions, and by
voice exchange. Were It not for the s yncopation and the undue metrical
prominence given to the encircled dissonances (and, of course, the
orchestral accompaniment!), this might almost be mistaken for early
Schubert. But there are already too many 'were it not fors'. Even
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here, tonality is being compromised beyond the point at which tonal
analytical techniques can have sole Jurisdiction. The encircled chords
(A-B-D) are an explicit subset of the referential 4-note collection - in
this case, set 3-7 [0,2,5] and not 3-9 [0,2,7].
Sequence is another tonal phenomenon to which the music alludes.
The bars on B at fig. 168 are repeated sequentially up a semitone at
fig. 169; simIlarly the passage on G at fig. 168+3 is repeated up a tone
on A at fig. 169+2. The dramatic reason for this is obvious: the pair
of questions sung by the chorus are sequentially related, as is the pair
of answers. Again, however, though these passages appear to function In
a tonal way, this is deceptive. They give the illusion of directedness
even though they are not part of a larger connective voice-leading
pattern (neither prolonging nor modulatory). We are moving away from
the initial idea (textual, musical) but it is not clear where we are
going. Variants of the semiquaver scalic figure attempt to provide
continuity but the connections they make are local, papering over the
joins of otherwise discrete harmonic blocks. It Is only really the
motivic continuity provided by the perfect fourth which allows for a
modicum of connectedness. Unity of mood is provided by the plagal feel
of the music, giving a gentle, pastoral air to the Chorus:
'The sun is bright, the grass is green. Lanterloo, lanterloo'.
The delicate balance/tension in this Chorus between a conventional,
dynamic tonal surface - represented, for the most part, by the music the
chorus Itself sings - and a more static, non-tonal harmonic sub-surface
which articulates a larger-scale structure by repetition and
juxtaposition rather than by on-going development, is a metaphor for the
semantic tension in the text between a simple, pastoral surface (which
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Griffiths describes as 'a nursery-rhyme nocturne' ( 44 ]) and the
enigmatic, erotic and violent undertones to many of the lines:
They go a-walking. What do they see?
An almanack In a walnut tree.
What will he do when they lie in bed? Lanterloo, lanterlool
Draw his sword and chop of V her head.
For music and text, both parts of the equation are necessary: innocence
and corruption, tonality and non-tonality. It is the dynamic tension
between these opposites, forcing each other In different directions,
which gives the music and drama its character. What makes the music so
vital Is that Stravinsky Is constantly playing with the ambiguities
between the opposed systems: the fourths of the tonal elements might
become non-functional pitch collections; the voice-leading of the non-
tonal elements might at any moment suggest tonal motion.
These tensions are expressed In the final chord of the Chorus (see
Ex. 3-16a) in that it suggests resolution by coming to rest and implying
a cadence but it Is, of course, a non-resolution in tonal terms. Tonal
and non-tonal are held in dynamic tension; It is both in and not in A
major. If Griffiths's description were correct then we should expect an
A major triad in the final bar. We do not have one because, in the
context of what we have already heard, such an ending would be
nonsensical - it would dissolve the very necessary ambiguity. This Is
surely what Stravinsky had in mind when he talked of 'polar attraction,
of the way in which poles may be brought 'together without being
compelled to conform to the exigencies of tonality'. [45]
The entry of Nick Shadow 24 bars before the end of the number
(fig. 171) Is particularly signifIcant In this regard. Nick's message
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to Tom RakeweiI, in contrast with 'that of the Chorus of Roaring Boys and
Whores, is direct:
Sweet dreams, my master. Dreams may lie,
But dream. For when you wake, you die..
The accompaniment reiterates the material of the four-bar introduction
to the Chorus, music which has almost taken on the status of a
ritornetlo during the course of the number. Any tendency to
directedness in this material (see Ex. 3-15) is undormined by Its highly
repetitious treatment here. The constituent e ements, with occasional
slight variations - rising major 3rd (a), falling minor 3rd (b) and
falling semiquaver connecting figure (C) (see Ex. 3-19) are repeated
cyclically as represented in Fig. 3-1. The suspicIrn that the
connecting nature of (C) is illusory is confirmed when It occurs here as
an Independent motivic unit, devoid of any connecting function (see fig.
174+3+4).
Fig. 3-1

















Stravinsky The Rakes Progress, Act I/li
Ex. 3-20
Stravinsky, The Rake's Progress, Act I/li
E 44 t 1tff?ryr 1
17 i4	 p	 'I-'
-127-
In the middle of this undirected harmony, Nick's line appears to have
slightly more movement In that it outlines a falling fourth from D and
resting on A. It thus completes the motion Implicit in Ex. 3-19b, but
which is not fully realised until Nick sings the word 'die' at fig.
175+4, at which point a auasi-Phrygian version of the falling fourth,
'harmonised' in thirds, is introduced in the orchestra (Ex. 3-20). The
text Is, of course, the cue for the introduction of these new pitches
foreign to the prevailing diatonic harmony. Both Nick's line and the
Ex. 3-20 figure, though related to the accompaniment, remain independent
of it: or, rather, there is no fixed relationship between them. Nick's
line Is able to move freely within the accompaniment; Ex. 3-20 can be
inserted as a new layer, polarised by the accompaniment where It belongs
(motivically) and yet does not belong (harmonically).
Arnold Whittail, in the light of Stravinsky's observations in the
Poetics, has written of this problematic theoretical situation:
instead of the hierarchically functional relationships between
fundamental and ornamental factors, each element of which may be
precisely defined, there is a polarity between elements which are
fixed (which are emphasised and recur) and elements which are
free. These 'free' elements may seem to elaborate or decorate the
fixities, simply because of their contrasting rhythmic and
textural presentation; but they may also seem to float around the
fixities without the kind of dependence on them which can be
functionally defined by the application of an appropriate and all
Inclusive terminology ... (46]
Such a polarity is evident in this Chorus from The Rake's Progress.
Ex. 3-16 shows how the referential (0,2,5,7] tetrachord which ends I/li









begins with the [0,2,5] subset of the tetrachord, all the principal
cadences of this 24 bar prelude fall on to the (0,2,7] trichord in Its
A-E-B form, imed lately preceded by its D-A-E form (bs 13, 16 & 24).
The only exception is the first cadence at b. 8 which also falls on to a
(0,2,7] trichord but in a new C-G-D form. Even passages which yield
more readily to a voice-leading analysis can Just as easily be accounted
for in terms of the referential sonority - for example, the 3-bar phrase
given in Ex. 3-21. The uppermost voice (oboe) displays prolongation of
the E by means of neighbour-note motions on two levels, and is supported
by similar upper- and lower-neighbour note motions in the lowest voice
(bassoon) prolonging A (I). There is also a (coincidental?) instance of
voice exchange between middle (cor anglais) and lowest voices. Yet at
the same time the oboe line unfolds the (0,2,5,7] A-B-D-E collection and
all verticalities except one are subsets of it. Even here, the directed
and the undirected are polarised. Ex. 3-21 also exemplifies the
difficulties inherent in graphing the voice-leading of such a passage.
Though each of the three strands evinces more-or-less obvious techniques
of prolongation, they do not coincide contrapuntally; there is a tension
between the melodic strands but which is contained by the harmony (the
referential tetrachord) and the Implicit goal of the directed motion,
even though each line achieves that goal differently. The 'failure' of
the graph (in Schenkerian terms) should not, however, be seen as a
failure of analysis. It helps us to see more clearly both the tensions
between melody, harmony and counterpoint, and to assess what exactly it
is that Stravinsky is doing with tonality.
The introduction to scene lii is an obvious parody of the
Introduction to scene I, reflecting the changed dramatic situation:
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I/i	 (Anne): The woods are green and bird and beast at play
For all things keep this festival of May.
I/Hi (Anne): No word from Tom. Has Love no voice, can Love not keep
A Maytime vow in cities?
Cadentlal formulae recur almost exactly only now with a new key
signature of A minor, not A major (Ex. 3-22).
As has been seen, defining how these keys are artIculated is more
problematic - especially in the case of I/HI where cadences have been
altered to make them more ambiguous. At least the music of I/i cadences
(eventually) on to A major triads, albeit in first inversion form.
Ex. 3-9 notwithstandIng, there is a relatively clear distinction between
'melody' and 'bass' in the I/i introduction making it possible to
identify a vague 'A major ishness' about the passage; this is not so with
the I/li introduction where, for the most part, the lowest voice behaves
no more like a bass than any other voice. The first 8 bars, it might be
argued, express a move from the tonic (A minor) to the relative major
(C) by virtue of the fact that the lowest voice begIns on A and ends on
C and is 'supported' consonantly by the uppermost voice - see Lx. 3-23a.
However, as Ex. 3-23b shows, attempts at graphing the voice-
leading are confounded because it is not really possible to give
priority to any one pitch. The harmony confuses the situation still
further. Ex. 3-24 shows two bars of contrary motion counterpoint where
voices move by step, but identifying voice-leading Is futile because the
voices 'lead' nowhere. The harmony mixes the constituent elements of
different triads. The 'bass' in b. 3 (marked with brackets) might
suggest a local V6-1 motion; the harmonisation suggests quite the
reverse. V contains elements of I and vice-versa. Voice exchanges can
-132-
Ex. 3-23





Stravinsky, The Rake's Progress, Act I/ill
-133-
be identified but those too are arbitrary or coincidental, the vestiges
of tonal prolongation techniques in a context where It is not clear what
Is being prolonged.
What then is the value of the concept of prolongation here? One
answer is to repeat Derrick Puffett's response to the same question in
relation to his analysis of Tippett (see Chapter 2) - 'Precious little,
if It is judged by the conclusiveness of its results'. (47] What it
does tell us is how far this music can be regarded as tonal. It is
tonal in so far as ts voice-leadings direct the music to points of
apparent closure (cadences) that have something to do with a tonic. Yet
the question still remains, at what point are we able to decide whether
or not this music is in A minor? Maybe the question Is unanswerable,
i.e. It is both in and not in A minor. Other features of the music such
as certain classical turns of phrase or Its near-regular 4-bar phrase
structure might invite us to assess it more directly in relation to
tonal models. However, it cannot be heard out of the context of both
its own more immediate model (the introduction to I/i) where the
polarity between tonal and non-tonal is more evenly balanced, and of the
music which precedes and follows it. Ultimately, though, it is the way
In which the elements of continuity (demonstrated by voice-leading
techniques) and the elements which disrupt that continuity are held In
balance that is of greatest interest, not the consistency of the
analytical techniques being employed.
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Symphony in C
The Symphony in C has had, on the whole, a more extensive critical
discussion than The Rake's Progress. Edward Cone's 1963 article on 'The
Uses of Convention' is still of value (48], and in recent years accounts
of the work by Paul Johnson, Joseph Straus and Stephen Walsh, among
others, have all offered new and interesting perspectives. (49) One
reason for the extensiveness of this discussion may be the traditiona
impression given by the work, making it easier for critics to relate it
to known earlier models of symphonies and works in C. Indeed,
Stravinsky himself fuelled such speculations by admitting to having on
his desk copies of symphonies by Haydn and Beethoven, as well as
Tchaikovsky's First Symphony, while he was writing the first two
movements (composed in France in 1939). (50] The third and fourth
movements are, it Is claimed, more 'American' (composed in Boston and
California In 1940): the composer acknowledged that certain passages
might not have occurred to him before he had known the 'neon glitter of
Los Angeles's boulevards from a speeding automobile' (51), and Walsh too
describes the later movements as evoking 'fleetingly the scurry and
glitter of celluloid AmerIca'. (52] The work was an American commission
- for the fiftieth anniversary of the Chicago Symphony Orchestra - and
Its apparently traditional structure may well have been a result of
this. As Walsh again comments, 'of all Stravinskys 19308 scores it is
the one which most obviously fits into a conventional celebration within
the Institutional life of a conservative culture'. (53]
This raises a number of Interesting questions. Was Stravinsky
being restricted in what he could write by the conservative tastes of an
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American audience? if this was the case, then it would seem that
'market forces' were as restrictive on composers' activities in America
as socialist realism was on composers' work In the Soviet Union. Both
Stravinsky and Shostakovich were writing symphonies which, on the
surface, conformed to general expectations of what a good, accessible
(both contested terms) symphonic work should be, i.e. something with
conservative and recognisable formal outlines and an essentially triadic
basis to the musical language. Yet beneath the surface things were very
different and It is the symphonic manner, or otherwise, in which such
issues as key structure and thematic development are dealt with that
clearly differentiates the Intent Ions and methods of both these
composers.
When Walsh refers to the Symphony fitting 'within the
institutional life of a conservative culture, he is invoking the
context of American concert audiences and management, but a further
aspect of that conservative culture may well be that of the academy.
Another reason why the work has been so widely and well received
critically may be that it is eminently anaiysable - it 'fits' into a
conservative theoretical tradition. Analytical techniques - of form, at
least - appropriate to eighteenth- and nineteenth-century symphonic
music appear to work equally well for the Symphony In C. For example,
Eric Walter White provides us with a Toveyesque 'anal yti ca l note' which
examines the motivic organisation of the work in terms of the B-C-G
motto with which it opens (54]; Roman VIad, too, highlights this motif's
contribution towards ensuring 'the substantial unity of the work' (55];
and Francis Routh asserts that 'the first two movements are
comparatively orthodox in structure and tonality'. (56] The culture
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gave its approval to the work because It represented a 'conventional
celebration' of tonal coherence and thematic unity.
The composer, however, expressed dissatisfaction with such
responses:
critics (who must earn their livelihood) will find a great deal of
nothing to say - factitious comparisons to other music, profound
observations on the diatonicism and the use of fugato, on the
existence of a suite-of-dances in the third movement, on
flirtations with ballet everywhere. But anyone who had failed to
notice as much would require a very different sort of commentary
[57]
These comments are not far removed from Hans Keller's familiar diatribes
against critics, and against descrIption masquerading as analysis. [58]
In contrast to White, Viad and Routh, the writers referred to
earlier (notes 48 & 49) have challenged the ability of conventional
theory to account fully for the structure of the Symphony In C. For
them, and still for us today (as I shall argue in my analyses below),
the work itself challenges tradition In two principal respects: first,
the ways in which the Symphony is a symphony; and second, if it is in C,
the kind of C it is in. One early commentator on these issues was the
conductor, Ernest Ansermet, who took a negatively critical view of
Stravinsky's achievement. Eric Walter White quotes Ansermet at length
on the dialectic of symphonic form': 'the Allegro of the Symphony in C
is no more than the portrait of a symphonic allegro', judges Ansermet,
because, in White's words, 'its form is static and its motives fail to
grow in meaning'. (59] Ansermet has identified a crucial structural
feature of the first movement but implicitly to condemn the work for not
being a Beethoven symphony is a miscalculation. As with The Rake's
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Progress, Stravinsky is taking material from classical models but
placing It in new contexts, working with it in different ways. it is
not a poorly executed exercise in pastiche. Walsh cites a similar
argument from a contemporary British symphonist: '(It's motivicism]
guarantees unity, but it perhaps does not guarantee that cogency of
argument without which, according to Robert Simpson, a symphony cannot
properly be so called'. (60]
Joseph Straus, in his chapter on sonata forms, like Charles Rosen
before him, distinguishes between eighteenth- and nineteenth-century
forms of sonata structure. Twentieth-century composers who have adopted
a nineteenth-century outlook, he argues, have written uninteresting
sonatas because 'the sonata form floats upon the musical surface, a mere
arrangement of themes lacking In real connection to the harmonic
structure beneath'. Certain twentieth-century sonata movements.
however, and the first movement of the Symphony in C Is one such, have
grappled structurally with the eighteenth-century concept 'where the
thematic organisatlon deeply implicates the underlying harmonic
organisation'. [61] This might suggest an unwelcome retreat to a
nineteenth-century organicist view; as pointed out above, the covert
synthesising tendency in Straus's work is a matter for concern (and his
'cherished' reverence towards a strictly Schenkerlan understanding of
prolongation, discussed in Chapter 2, betrays a more orthodox approach
to analysis than the radical agenda of Remaking the Past implies).
Though Straus acknowledges that, in the twentieth century, a nineteenth-
century notion of organiclsm Is no longer possible, he nevertheless
insists that '[e]ven in the strongest and most interesting twentieth-
century sonatas, the fit between the form and the deeper levels of
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harmonic structure is never seamless'. [62] I do find this assertion
faintly ridiculous, Just as Stravinsky was amused by critics who made
'factitious comparisons to other musIc'. Straus is telling Us that this
work is not a symphony by Haydn or Beethoven, and there is the danger
that he could fall Into the same trap as Heinrich Schenker ( 63], who
sought a diatonic background model for Stravinsky's Piano Concerto only
to conclude that Stravinsky constantly contradicted It and thus that
Stravinsky's music was not very good. (64] ThIs, fortunately, is not
the conclusion Straus draws. His analysis discusses the various
polarities of the music in a positive way, and the language of
'undercutting' and 'undermining' tonal structures in his prefatory
remarks is not borne out by the conclusion that 'Stravinsky's tonal
polarity is powerful enough to endow the traditional form with new
meanIng'. (65] Throughout his book, Straus's actual analyses are more
convincing than the scepticism embodied in his theoretical discussions.
The Oedipal anxiety of influence would appear to operate more strongly
on Straus (the Inescapable dominance of the Schenkerlan father figure)
than It does on Stravinsky who is able to use, adapt or reject the music
of his forebears freely and creatively.
The tradition of discussing Stravinsky's music in terms of pitch-
class collections, initiated by Arthur Berger and continued, in
different ways by Alien Forte and Pieter van den loom [66], Is followed
by Paul Johnson in his examination of the Symphony in C. (67] Johnson's
thesis is that deep level harmonic consistency exists in much of
Stravinsky's music due to the presence of two collections: the octatonic
and what he calls the 8-note diatonic (0,1,2,3,5,7,8,10] collections.
In the case of the use of the latter, major third relationships tend to
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predominate and often the referential sonority (or 'tonic') that
character Ises these works is an [0,47,11] tetrachord, e.g. C-E-G-B,
'delineating a polarity between triads a major third apart'. (68] The
polarity between C and E Is, of course, fundamental to the first
movement of the Symphony . Most interesting about Johnson's essay,
though, is his attempt to show how the (0,4,7,11] tetrachord on C is
prolonged linearly. Straus, too, has discussed the possibilities of the
large-scale prolongation of PC sets that occur frequently on the surface
of the music (69], and in the case of the Symphony In C it Is, he
argues, the unfolding of pc set 4-11 that governs the structure of the
exposition while at the same time preserving the 'balance' between C and
E - or, rather, a move from the dominance of one to the other (see
Ex. 3-25). (70]
As was seen In Chapter 2, the question of the prolongation of a
referential sonority Is both an attractive and a problematic one. The
attraction is that it is a convenient way of getting to grips with
obvious aspects of linearity In the music. The principal problems
(certainly in Straus's work) are twofold. The first is a technical
issue of what might loosely be termed segmentation. i.e. the basis on
which selection is made of the referential sonority that is to be
prolonged. Are there any rules governing its size, e.g. are 3-note or
9-note sonorities equally viab e or is there some unstated preference
for 4-note formations? Is statistical frequency of occurrence the
preferred rule of selection? How are we expected to decide and/or
mediate between two equally likely readings (such as Johnson's
prolongation of 4-26 and Straus's prolongation of 4-11)?
The second problem is one that has already been raised In relation
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to Straus's work and that is to do with the Synthesis ing tendency of
such prolongational readings. As was seen in the discussions of
sections of The Rake's Progress above, there is always a substantive
tension, an opposition between harmony and voice—leading in Stravinsky.
When a motivic element becomes the basis for middieground structural
(i.e. harmonic) motion, that opposition Is minimised: it is almost as if
the referential sonority becomes a substitute for the triad - certainly
an implicit assumption in Johnson's work. How does the balance between
C and E that Is thus demonstrated differ from the balancing of tonic and
dominant in classical music? The 'fit between form and the deeper
levels of harmonic structure' here may not be 'seamless', but then,
neither is this always the case even in classical sonata forms.
One further difficulty with Straus's analysis is Its perspective.
We might assume, because of the thrust of his theoretical discussion,
that his intention is essentially poietic, i.e. he Is trying to tell us
something about the way in which the music was composed and, maybe, the
'anxious' state of mind of the composer. This Is brought to our
attention by statements such as:
The first movement of the Symphony in C is Stravinsky's most
profound attempt to grapple with the sonata form; and
Althought the traditional formal outline remains intact In the
Symphony in C, beneath It Stravinsky explores new musical
imperatives. (71]
And yet the analytical techniques Straus employs would seem, at times,
to show more concern for the way in which the musical structure is
perceived. The model (though never explicitly invoked) is less likely
to be Schenker than the psychologically based implication—reaiisation
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principle of Meyer/ Narmour. 'The C-centred area implies E', he writes;
'the rest of the exposition serves to realise that implication'. (72] A
small alteration to Ex. 3-25b (his Ex. 5-6) makes this clear (Ex. 3-26).
The psychological foundations for this are flimsy. Because 4-11
is not given a privileged role over other pc collections on the surface
of the music, it would be unlikely that even an expert listener could
predict the highly abstract kind of pattern completion proposed by
Straus, particularly over large time spans. And in any case the model
provided by Ex. 3-25b/26 is hardly explicit in the music. For instance,
though it may be true to say that the first theme revolves about C, that
C is virtually never present in the bass of the music, making the
pattern even harder to discern.
All this is to say that, though both Straus and Johnson
acknowledge the significance of polarities In the music, the urge to
synthesise remains a strong force in the working out of their ideas
(even If its achievement is frustrated) and this, to my mind, undermines
the central status of opposition and discontinuity In Stravinsky's
mus I C.
Before we pass on to a more detailed examination of selected
sections of the Symphony In C, we should here reconsider Cone's ground-
breaking article, 'Stravinsky: The Progress of a Method', discussed
above. [73] The techniQues of stratification, Interlock and synthesis
which he Identifies in the Symphonies of Wind Instruments are the means
by which the various fragmentary musical ideas are organised over the
large span of the music, and are made to balance or cohere. Most
Importantly, the initial stratification of musical ideas is not
contradicted by the music's movement towards a specific goal.
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As with the Symphonies of Wind Instruments, the ultimate goal of the
Symphony In C is a chorale which appears to play a role both of Closure
and of resolution. Gesturally this is certainly so as Its homophonic
calm brings the work to rest in a manner in common with the slow coda-
like passages to be found at the end of many works from Les Noces to the
closing 'Alleluia. Laudate Dominum' of the Symphony of Psalms.
Furthermore, it comes to rest on C, recalling the first movement. Does
it, then, resolve the harmonic ambiguities presented in the work?
Certainly in terms of the final movement there are senses in which
it might be heard as a resolution.
The 14-bar largo which begins the movement serves to 'prolong' an
Important referential sonority . In an abstract sense, this could be
seen to be a prolongation of the all-Interval tetrachord: an invariant
3-note set, F-G-B (3-8), pl a yed vertically by trombones and doubled by
horns, punctuates the horizontal motion of the bassoon lines by
combining with it to generate the two different forms of the all-
interval tetrachord, namely E-F-G-B (4-Z29) and F-G-Bb-B (4-Z15)
(Ex. 3-27a). The invariant trichord is an insistent feature of these
bars, but it also appears to be prolonged by the neighbour-note motions
of Horn 1 (supported in parallel motion by the other two horns)
(Ex. 3-27b). The bassoon lines are typical of a certain kind of
circular melodic writing In Stravinsky (74]: each line is contained
within a fairly narrow intervallic range and keeps revolving round the
same limited pitches. In this case, bassoon 2 is contained within a
fifth (Bb-C-D-E-F] and bassoon 1 is contained within an octave
(D-E-F-G-A-B-D]. Taken together they form another Instance of Johnson's
(0,1,2,3,5,7,8,10] '8-note diatonic' collection, and the pitch-classes
-144-
Ex. 3-27









of the forms of 4-Z29 and 4-Z15 which occur here are also taken from the
same collection. The lack of linear direction to the melody, the
relative harmonic stability of the verticalities which support it and
the unchanging harmonic context of the whole, all contribute to the
overall static effect of this passage.
Yet there is a strange sense of forward motion to these bars, even
if their direction is not strongly expressed. This might be partly due
to the listener's expectations (based on classical precedents) of the
function of a slow introduction to an allegro finale. But the rising,
upbeat character to the bassoon 1 melody implies a later structural
downbeat and the prominence, as established In the first movement, of
the 'leading note' B, even out of the immediate context of anything that
might resemble C, also suggests upward resolution on to that C. This
sense is compounded by the invariant F-G-B trichord which might be heard
as final inversion dominant seventh of C suggesting resolution on to a
tonic first inversion chord. In one way, that resolution Is provided by
the final sonority of the entire piece which Is a kind of enriched 6-
chord of C and which, perhaps rather unexpectedly, follows what 'should'
have been the final chord rooted on C (Ex. 3-28). In another way,
though, that resolution does not take place because the leading note
both rises and is contained in the final sonority. Stravinsky alludes
to aspects of tonal voice-leading in order to give the Impression of
forward motion and continuity and yet this iS balanced by a harmony that
remains static and discontinuous.
The main body of the movement (fig. 138) begins with the same 4-
Z29 sonority, rescored, which ends the slow Introduction but otherwse
contrasts strongly with it: it is fast, loud, staccato and has a new
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linear idea which seems to have a clearer sense of direction (Ex. 3-29).
Nevertheless, though more fragmentary (the line is constantly being
broken of f), this linear material is similar to the preceding bassoon 1
line In that It consists of diatonic scale segments which nearly always
move upwards and which seem to be leading towards a goal. The line
gradually ascends through an octave from fig. 138 to 140+4 (outlined in
Ex. 3-30) and then the process Is repeated, in an altered form, to lead
to a varied reprise of the first subject of the first movement at fig.
143, the local goal of the ascending tines and the first strong downbeat
of the movement (until this point, most phrases have begun on weak parts
of the bar, confirming the upbeat status of the opening music).
Figs. 138-43 thus continue what was begun in the slow introduction: both
prolonging an essentially static harmonic configuration and yet,
paradoxically, Implying through its 'dominant-like' qualities a kind of
forward motion.
It is interesting to note how the G is weakly represented here,
always occurring of f the beat; the leading note B, and later the leading
note of the dominant, Fe, are given far greater melodic and metric
prominence. For instance, the arrival at the high G in the scat Ic
passage between figs. 142-3 is twice delayed. On three occasions, the
Fe appears to be the goal of the upward motion and only after its third
appearance does Fe rise to G but with a diminuendo, off-beat and
unaccented. Like the B in the opening motif of the first movement, it
does 'resolve' but Is so emphasised as to undermine the significance of
that resolution.
AS an aside, it is amusing at this point to play the model
spotting game and I hazard the suggestion, following on from Walsh's
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comparison of the first subjects of the Symphony in C and Beethoven's C
Major Symphony [75], that the finale of Beethoven's work also lies
behind the opening of the Symphony's finale. Just as Stravinsky's
hesitant G-scale figures reach forward to the eventual appearance of the
main theme, so the Adagio Introduction to the Beethoven finale Consists
of an initially fragmentary and gradually expanding G-scale figure which
humorously forms an anacrusis to the arrival of the principal theme at
the allegro molto e vivace. Such 'factitious comparisons to other
music' are, as Stravinsky would have it, obvious; more importantly, the
spirit and function of this passage in Stravinsky's work are quite
different. It is no longer funny: fragmentation is now heard as an
essential of the musical language rather than a disruption of something
more continuous and the arrival of the main theme is not intended to be
decisive. As in the first movement, root position C major trlads are
noticeably absent (note the elaborated 6-chord again at fig. 143, a
temporary resolution, perhaps, of the implied 4/2 chord which has been
present from the start?) and the harmony of the next section of music
from figs. 143-5 is almost as static as that which precedes it. The
circular melody and the diatonically saturated harmony lead nowhere: the
music simply cuts of I at fig. 145 and a new section begIns over a
relentless 'dominant' pedal. (76]
There are other aspects of this movement which suggest parallels
with larger-scale tonal connecting processes such as the return of the
opening largo material at fig. 162 to 'reactivate' the all-Interval
tetrachord and the leading note B; the restatement of the 'dominant'
motif from fig. 138 In the 'tonic' at fig. 173; and the long 'dominant'
preparation for the final chorale between figs. 174-81 - not to mention
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the movement's rigorous thematic working. 'Tonics' and 'dominants'
exist here insofar as smaller-scale voice-leadings suggest motion from
one to the other; but even these occur In the context of elements which
do not belong in tonal terms (e.g. the 'dominant seventh' In the two
bars immediately preceding the chorale contains both F and Fe). As In
so much of Stravinsky's neo-classlcal music, such connect ions merely
serve to disguise more fundamental oppositions; the form of the movement
is defined not by Its voice-leadings but by the Juxtaposition of blocks
of clearly differentiated material. Often, this material consists of
'found' musical objects, musical devices from the tonal era in quotation
marks, which locally might again behave in a functional manner but which
operate within the context of a new, non-functional whole. In the case
of this movement, the material has been 'found' In the first movement
and is here re-worked, re-ordered, and juxtaposed In new ways. There Is
no need to list all the cross-movement connections but the more obvious
links are:
1st movement
'1st subject'	 fig. 5
'bridge theme' fIg. 13
'2nd subject'	 fig. 21
'cadence' (tpt) fig. 22
fig. 39^3 - fig. 44
4th movement
theme fig. 143
fIg. 146 (Vt/f lute)
fIg. 148 (oboe)
'cadence' (ci) fig. 150
fIg. 163 - fig. 169
The most pervasive link Is, of course, the three-note B-C-G motif which
forms the final chorale melody and, as one might expect, its treatment
encapsulates the processes elsewhere in the work. Ex. 3-31 shows the
counterpoint between the outer voices of the chorale. The closure of
the music is signalled when the lower voice comes to rest on the low C
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and the upper voice halts on the high D without falling back on to the G
as it has done in every other phrase. There Is a definite sense of
directedness towards the conclusion even though, as Ex. 3-31 amply
illustrates, this Is not brought about by conventional tonal voice
leading: indeed the graph is almost a parody of what one should expect
showing 'dissonant' counterpoint and a melodic ascent. Yet I feel it Is
possible to argue that this passage almost defines its own contrapuntal
rules whereby the initial sonority, bounded by E and B, is manifestly
prolonged until the final lower voice descent and upper voice ascent
(Ex. 3-3111). This contrary motion also implies a certain synvuetry.
Though the reasons for closure are as much gestural as contrapuntal,
nevertheless the music's individual voice-leadings help to define
(albeit vaguely) a sense of direction towards an Important cadence. The
fact that this cadence, however, is not quite the end of the piece,
confirms that such directedness is only one aspect of the music. The
harmony, as elsewhere, is much more static (diatonic In this case) and
does not support the movement of the outer voices. Continuity and
discontinuity are held in balance. The very last chord Is wholly
appropriate because It does not attempt to resolve the work's
ambiguities but rather suspends the music's principal 'tonal' centres (C
major, G major, E minor) in one sonority: though it may be a 'synthesis'
(in the sense of a coming together) it is not a resolution, more a
bringing to rest.
The first movement acts as a model for the fourth not just in terms of
thematic material but structurally too - it is almost as If the finale
is a compressed shadow of the opening. Two clear illustrations of this
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occur at the beginnings and ends of the movements. Like the finale, the
first movement begins with an Introductory section (25 bars) which has
an upbeat character leading towards the arrival of the apparently more
stable first subject. The introduction presents the basic B-C-G cell
and, as Cone points out ( 77 ], establIshes the prominence and autonomy of
the note B displaying its reluctance to behave as the leading note to C
as one might expect. Nevertheless, within the context of 'sort-of-C-
major' (see, for example, Ex. 3-32) the B implies the possibilility of
voices leading upwards towards the tonic and so, just as in the finale,
imbues the music with a tentative sense of conventional forward motion.
This is supported by the ascending scalic figures throughout this
passage. The harmony, however, tends to contradict the (Implied) voice-
leading and is much more static. The first instance of this can be seen
In Ex. 3-32. Though the chords marked a and b are ostensibly (by virtue
of the bass) tonic and dominant, each also contains Its own leading note
(indeed, chord a seems to contain both tonic and dominant harmonies);
furthermore, the note B remains InvarIant and Is the only note to be
doubled throughout bs 3 & 4, so undermining the directed tendencies
suggested by Ex. 3-32i1. Once more the tonal and non-tonal, the
functional and non-functional, are held In dynamic tension.
The first theme (fig. 5) is preceded by a bar of 'dominant' just
like the 'dominant' bars before the final chorale (Cf. fig. 180+2+3)
containing the F of the dominant 7th which falls to the E and the Fe
which rises to the dominant note. Again, as with both the chorale entry
at fig. 181 and the reprise of the first subject at fig. 143 in the
finale, the 'definitive' thematic entry In the first movement takes
place not over the expected tonic note in the bass, but over the note E.
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The first subject embodies the tension or polarity which Cone identified
as lying at the centre of the movement, namely 'the tendency of B to act
as a dominant (of E minor) rather than as a leading-tone' (78]. For the
purposes of this discussion what Is of interest here is the way in which
the oboe melody evinces a certain forward moving tendency 'in C'
('progression'), elaborating a C major triad (Ex. 3-33), while the
accompaniment remains 'static' ('succession'), reiterating an E-G dyad.
In fact, the melody is less obviously directed than at first seems to be
the case - the prolonged C does not actually lead anywhere and the
melodic elaborations are decidedly circular - but there is at least a
suggestion of motion which is entirely lacking from the supporting
harmony.
The end of the movement operates in a similar way to the end of
the final chorale which, as discussed above, cadences on C before moving
away to a different sonority rooted on E. The first movement too
appears to cadence definitively on C Just before Its conclusion ('cellos
and bassoon 2 move down to the low C at fig. 71+2) but this is subverted
both by the insistent presence of the E-G dyad from fig. 68+3 and by the
marked cadential gestures in the last 5 bars which reassert the E-G dyad
in the bass (despite the attempt by the timpanI to impose a cadence in
C! - another typically classical gesture in quotation marks, devoid of
its original function). Just as the final chord of the entire work
freezes the opposed tonic and dominant of the finale into one gesture,
so here the final chord contains the two opposed centres of the first
movement, C major and E minor. Both cadential chords (Ex. 3-34) contaIn
the note B; the B simultaneously leads to the C and remains unresolved.
The movement's polarity of 'directedness' and 'stasis' ('progression'/
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'succession') is expressed in these two chords.
Uany commentators on the Symphony In C have attempted to account
for Its continuity e.g. In terms of Its inotivlc unity (White, Vtad), or
by looking for substitutes for the tonic-dominant opposition which might
articulate Its sonata structure (Cone, Straus (79)) - perhaps in an
attempt to discover In what ways the Symphony Is symphonic. Others have
considered Stravinsky's work as a negation of fundamental symphonic
principles (where 'internal activity is fluid, organic; action is the
dominant factor, through and through') (80]:
Within their own circumscribed terms they (Stravinsky's
symphonies] are highly organised, but the motion of symphony is
absent. They are exclusively concerned with rhythm and texture
rooted in primitive monolithic tonalIty; when one (or a combi-
nation) of these has transiently performed enough of its function,
It Is replaced, and the total effect, however Internally agitated,
is as static as a stage upon which dancers are gyrating. (81]
An examination of the first movement's voice-leading Inevitably
highlights aspects of the music's continuity. However, although, as I
have shown, voice-leading operates locally to generate a sense of
dlrectedness, the kinds of large-scale connections made by writers such
as Cone and Straus tend to undermine the movement's significant
structural discontinuity. Certainly, when Cone uses a term like 'bridge
passage' we need to question whether the demonstration of such quasi-
tonal connectedness is actually pertinent. Take, for instance, the
four-bar passage around fig. 8 which connects the statements of the
first subject 'in C' and 'in D minor' (Ex. 3-35). This does not
actually bring about a local modulation. Though the descending lines
might smooth over the edges separating the two harmonic areas, the two
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statements are essentially juxtaposed without any mediation. Gesturaliy
the passage behaves like some kind of transition, but harmonically and
contrapuntally it Is a red herring. The same wouid appear to be true
for the iarger context here (figs. 5 to 11+3) which impi lea a longer-
term prolongation of C by outlining a I-il-V-I motion:
C:i	 fig.5
d: Ii	 fIg. 8+2
G: V	 fig. 9+3
C: I	 fig. 10+2
This imitates a tonal procedure but a closer examination would seem to
suggest that each of these harmonic areas is discrete and only
referentially rather than functionally connected.
Another 'non-connection' can be heard even more clearly at the end
of the so-called bridge passage (fig. 18+3) which concludes a long build
up over a D pedal ('dominant of the dominant') with a first inversion A
chord ('dominant of the dominant of the dominant'). The second theme
begins at fig. 19 'in F'. The rupture is extreme, and though the
Tchaikovsky-like scalic figure in flute and clarinet forges a surface
link, this by no means mitigates the structural opposition between the
two blocks. If this is a bridge, it has been built over the wrong part
of the river.
The answer to the question of what kind of C the Symphony in C Is in, is
a complex one. There are undoubtedly aspects of the music which suggest
C major and these can be demonstrated to an extent by the use of voice-
leading techniques. There are also many surface gestures and connecting
motions that are reminiscent of tonal practice and give the music a
sense of directedness. However, this is only one part of the music and
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should not be considered hierarchically superior to those other aspects
of the music which contradict it. Harmony and voice-leading do not
support one another as one would expect in an Integrated tonal structure
- often they directly oppose one another. The surface of the music
suggests a traditional formal, tonal and thematic argument; at a deeper
level this traditional structure is constantly being confronted and
those elements of the music which are In, or at least on, C are held In
dynamic tension with those elements of the music which are not in or on
C. The rigour of its motivic and thematic working ensures a degree of
coherence but the underlying strata, some of which operate linearly
(melody), some of which continuously turn back on themselves (harmony),
remain unresolved to the very end of the work.
*
These two case studies in Stravinsky's neo-classlclsm illustrate how
this music is concerned with articulating an opposition or oppositions
between aspects of structural continuity and discontinuity and the
meaningful ways in which such oppositions can be contained. This is a
fundamental issue that has confronted very many twentieth-century
composers. As will be explored at greater length in Part Ill below, the
music of Harrison Birtwistle bears striking similarities to that of
Stravinsky, as well as to that of Varése and other early modern figures,
and so an understanding of the processes and structures of the work of
these composers may reveal insights or suggest analytical avenues that
are relevant to the music of the more recent composer. Stravinsky,
Debussy and Varèse offer distinct, if different, interpretations of the
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Issues raised by the aesthetics of early—twentieth century modernism
and, thus, before Birtwistie's music can be examined in detail the
question of the nature of his own, more recent musical modernism must
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Harrison Birtwlst is's quest for a solution to the probl.ms presented irs
the previous chapters Is an •ngaging and complex one. His music has a
clearly-defined aesthetic lineage and belongs to a tradition of modern
musical thought stenmling from Stravinsky via Varóse and late Webern. He
unites and develops these concerns to speak with a highly original
voice. His music, the nature of its modernism, and the problematical
questions of analysis and interpretation which It raises, sri the
subject of the remainder of this thesis.
The essence of Birtwlstls's modernism is expressed In a notion of
opposition - not necessarily a simple or even single kind of opposition
but one which, nevertheless, underpins all his work. IIIchael Hall, as
was discussed In Chapter 1 (see notes 88 & 89). has termed this
Birtwlst Is's 'central organlslng principle' where a 'regular and uniform
pattern' is opposed with 'something capricious and unpredictable'. This
might Involve anything from the simple proliferation of material derived
from a single line (an idea originating with Paul lClee and which has
come to take on greater significance in Birtwlstle's more recent work)
to the violent Juxtaposition of widely divergent material (an idea taken
to extremes In his works of the 19605). Even tiis attitude to the act of
composition Itself embodies a similar kind of opposition where he talks
of the containment of an Instinctive, anti-analytical approach by
conscious working methods (see the discussion below). Yet, whether the
oppositions ar, a Stravinskylan pitting of the regular against the
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irregular, a Varôse-like concern for the placement of musical object. In
space rather than for the logical organisat Ion of harmony and organic
evolution of material, or, In Birtwlst Is's own terms, for the
fascinating paradox of the 'mechanical pastoral', all these ideas are
delimited or contained in some way. Frequently this Is achieved within
the context of a theatrical or dramatic Impuls. but is as often brought
about by such background notions as syninetry' or 'balance' which give
the oppositions meaning without synthesising or dissolving their
inherent contradictions.
The roots of Birtwistle's modernism, as has alrsady been
suggested, lie In the work of early-twentieth century modernists such as
Stravinsky, VarBse, Webern and even Satie. However, his Ideas are as
much derived from other arts such as film, theatre and particularly the
visual arts. Indeed, visual stimuli have been a constant source of
compositional material for Birtwistle: 'The notion of how you look as
opposed to how you listen opened certain doors for me in composition'.
Cl] Though his creative imagination has been stimulated by the work of
those as diverse as Aeschylus, Piero della Francesca, DUrer and
Eisenstein, It is to the paintings, drawings and writings of the
modernist, Paul Klee, that Birtwlstle has consistently been drawn. The
discussion which follows attempts to define what It i that Birtwistle
has found in Kiss and, in so doing, to come closer to an understanding
of Blrtwistle's modernist aesthetic, as well as suggesting possible
analytical approaches to the music.
Paul Kiss (1879-1940) was at the centre of the modern movement in the
visual arts in Europe during the earlier decades of the twentieth
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century. He was involved with many of the major artistic innovations of
his time. His earliest work reflected the influence of the prevailing
Jugendstll or Art Nouveau style; German Expressionism left its mark and
in 1912, along with Kandinsky, he joined the so—called Blaue Pelter
group of artists In liunich; a fascination with cubism lid to the study
and gradual absorption of this style and his association, as a teacher,
with Walter Gropius's BauPiaus (founded in Welmar in 1920) resulted in a
more systematised approach to his work and the gradual emergence of a
Constructivist thinking. In 1925 KIee even took part In the first
exhibition of Surrealist painters in Paris.
Yet Kiee remained an individualist. Though his work reflected
Important contemporary trends he never formally aligned himself
exclusively with any particular style. As Guilio Carlo Argan. the
author of the preface to the Italian edition of Klee's Notebooks has put
it, '... Klee, more than any other artist of our century, was
consciously detached from the mainstream of modern art and Its
theoretical assumptions'. [2] From his many published writings and
lecture notes it Is clear that he always began the creative process
afresh for each new work, being concerned only with the two poles of his
art: expression and structure - that Is with a 'spiritual reality'
beyond the canvas achieved through a clear and exact understanding of
line, tone and colour, of 'points, and linear, plane and spatial
energIes'. [3]
But Klee was also an accomplished musician. His father was a
music teacher in Berne, the city of Klee's birth. Klee grew up
surrounded by music and became a successful (and sometime professional)
violinist, performing much chamber music. He was apparently impatient
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with amateur musicians and auspicious of other artists who tried to find
analogies between their painting and musIc. (4] He harboured a passion
for, and depth of knowledge of, the music of Bach and Ilozart as well as
an enthusiasm for the music of the moderns - among them Debussy,
Hindemith, Schoenberg and Stravinsky. One contemporary musician
r.cailed hearing Kiee play Bach's fourth suit. for violin: 910 one
grasped and brought out the spirit of the piece as firmly as he, without
the slightest stressing of the emotional; pure musical structure.' (my
emphasis) (5]
It is hardly surprising, then, that Klee thought of painting in
musical terms. in his theoretical writings he reveals a constant
concern for movement in his work, for a sense of a picture's dynamlc'.
The very first figure in the Pedagogical Sketchbook, for instance, shows
a line as something active, 'moving freely ... the mobility agent Is a
point, shifting Its position forward'. 16] Unlike other painters, Klee
appeared to consider music and painting analogous because they were
•comparable temporal arts. [7] we need look no further than his
Notebooks, which contain his writings on 'a theory of pIctorial form',
for evidence to support this. One section Is directly concerned with
'succession, or the temporal function of a picture' while two further
sections on structural formation are devoted to a discussion of rhythm.
There are many other references elsewhere to music. (8] For instance,
Kiee draws a comparison between acoustic rhythms and planar Images and
makes an Interesting distinction between 'cosmic rhythms' (such as day
and night), 'organic rhythms' (such as blood circulation) and 'cultural
rhythms' (such as music). Examples of the last of these are taken from
a wIde variety of sources including conductors' bats, Mozart's Don
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Giovanni and a revealing graphic r•presentation of a piece of 3-part
writing by Bach. (9]
This fascinating fusion of visual and musical ideas is, rio doubt,
one of the reasons why Blrtwlstie Is attracted to the work of Klee -
and, in one Instance, It ha. resulted directly in a musical composition,
namely Carmen Arcadlae Mechanicae Perpetuuin (1977) (see Chapter 7). (10]
He often speaks of Kiss's Ideas In rust ion to his own - there are
numerous references to Klee, for instance, in the published conversatIon
of 1983 between the composer and Michael Hall. (11] But more than this,
Birtwistie seems to think of his compositions, particularly their forms,
In a distinctly 'KIee-Iike' way. An Imaginary Landscape (1971) has a
title taken from Kiee and he has spoken of other works in a similar
vein, e.g. Slibury Air (1977). (12] He talks of iandscapes, maps and
points; tie thinks of structure in terms of processes and Journeys'
rather than as formal ready-inades; he discusses musical ideas as obJ.cts
or as geometrical shapes which can be viewed in a variety of different
ways . (13]
There are other striking correspondences between the work of
composer and artist apart from their coninon interest In both visual and
musical ideas. Though born nearly sixty years apart, both seem to have
a parallel modernist outlook. Though each Is at the centre of
developments in his respective art, studying and absorbing contemporary
styles, both remain 'outsiders' to a large extent, individualists,
defining their own styles and modi operandl.
However, in one respect the two men are very different: whereas
Kiee has left countless writings explaining his theory of art and giving
clear Indlcat ions as to how to put It Into practice, Birtwlstie has
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remained virtually silent. It is for this reason that a more detailed
examination of Klee's ideas and a comparison of these with Birtwist is's
procedures might prove fruitful in providing at least the possibility of
a critical and analytical framework within which the music of Birtwlstle
can be discussed. Birtwistle is more like Edgard Varêse in this matter:
Vartas was also an Individualist, as interested In developments in
literature and the fine arts as he was In music, and yet, as ha. already
been seen, he refused outright to discuss his techniques of composition.
Furthermore, as Jonathan Bernard points out, Varôse had a deep dislike
of musical analysis: 9Ie preferred to speak analogically, not
analytically, of his music, often with reference to physical phenomena
Attempts to involve him In more narrowly defined, aanalyticaiu
discussions made him uneasy'. (14] in suppport of this, Bernard cites
Varése's published comment that: By its very definition analysis Is
sterile. To explain by means of it is to decompose, to mutilate the
spirit of a work'. (15]
Birtwistle, too, would appear to harbour a degree of antagonism
towards analysis, preferring to talk in general terms about the nature
of his musical ideas and structures, about theatre and drama, rather
than about the specifics of pitches. Because analytical theory Is
rarely compositionally prescriptive, It can only deal with 'old' music,
i.e. it draws its conclusions from and about works which have already
been written. [16] Birtwlstle, on the other hand, does not seem to gain
much pleasure from talking about works he ha. already written: it is the
piece he is about to write or is in the process of writing that
interests him. Questioned once about certain pitch configurations in
The Triumph of Time, Blrtwistle responded that he 'couldn't remember'
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what he'd done (17]; asked whether he liked attending performances of
his own music, lie replied that he only •nJoy.d first performances
because:
Once I know that it (the pI.cs] has a life to exist, then it'. OK.
I have to come to terms with how it's worked; I have a little
slot, and I know what that piece is. Ther•'s not much you can do
about it then: Its too late. (18]
in keeping with his Ideas of composition as a forward—looking, linear
process - he claims he nev•r looks back over a piece to see where the
ideas have come from (19] - his own coinpositionai history Is riot subject
to a great deal of self scrutiny. The fact that analysis attempts to
deal with the past, however Invmediate, rather than the futur. Is reason
enough for him to maintain his suspicion of analysis. Nevertheless, he
appears to be Quite happy to let others discover aspects of his music of
which he was not consciously aware during its composition: 'A composer
doesn't necessarily know what he's composed. He needs others to tell
him'. (20] By undertaking to analyse the music of Blrtwistie I am not
merely acting as oracle on behalf of the composer, trying to articulate
ideas which he, were he more gregarious or, indeed, less 'instinctive',
might choose to reveai to the world for himself. i am also attempting
to elucidate possible meanings by placing his music and ideas in a
broader cultural and Intellectual context. Otherwise, I should be
Involved merely in an act of description, not one of analysis.
A further iink between the aesthetic of Birtwistie and Varêse is
to be found in their cavrion Interest in the visual arts. Considering
Varôse's avowed propensity for geometrical structures, particuiarly
influenced by the thinking of the cubists, it Is also very likely that
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he would have come into Klee's sphere of thinking. UI] Though Bernard
does not discuss directly the influence of Ku. on Varôse, the two
artists were virtual contemporaries (Kiee was, in fact, Just four years
older than Varés.). They would ha y, been In Paris at the same time
(Ku. visited the city, where Varése was living, In 1912), and would
have moved among the same artistic circles: both numbered Robert
Delaunay among their acquaintances, for Instancs. Certainly Varése's
references to spatial planes, moving figures and the pre—emirience of
rhythm, for instance, are very close to the style of theoretical
language employed by Kiee. For Birtwistie, then, the ideas of both Kl.e
and Vartse obviously represent a particularly stimulating and relatively
Independent kind of modernist thinking.
The Pedagogical Sketchbook
In 1920, Walter Gropius, the architect, invited Kiee to Weimar to be a
'Ilaster' at the new Bauhaus, a body of artists and craftsmen dedicated
to the creation of the 'unitary' work of art and to teaching students,
In essence, about form. Kiee's Pedagogical Sketchbook, the second of
fourteen Bauhaus books edited by Gropius and L. Mohoty—Nagy, was
published in 1925, 'the abstract of Paul Kl..'s Inductive vision'. (22]
Its central concern Is form and the way in which form is derived from
nature. Hail informs us that, for many years, the ..!.lcal
Sketchbook was Blrtwistli's 'musical bIble'. (23] it evidently played a
profound role In shaping the composer's formal thinking. Thus, an
examination of Kie.'s ideas and working methods, as presented In the
Sketchbook, provides an appropriate context for a detailed discussion of
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formal tendencies in Birtwist Ii's music.
What follows forms a general introduction to trends In the music
of Birtwistle and takes the four main divisions of KIee's Sketchbook as
its starting point: 'Proportionate Line and Structure','Dimensiofl and
Balance'. 'Gravitational curve' and 'Kinetic and Chromatic Energy'.
--	 1: 'ProportIonate Line and Structure'
The first part of KIee's Sketchbook deals Initlaliy with the ways in
which a static dot or point can be transformed into something dynamic,
something linear. A line can be slmpiy a line, it needs no necessary
direction or intention, but it is always in motion, aiways dynamic: A
waik for a walk's sake'. [24] This line can be accompanied by various
forms which reflect Its essential motion, which are given meaning or
motivation by it, and yet which remain relatively independent. These
can take the shape of complementary ideas, secondary lines or even by
the iine circumscribing itself. (FIg. 4-1)
immediately certain general paraiieis with Birtwistle's formal
thinking become apparent and help us to place our analytical/musical
observations in some kind of critical context. The idea of the
motivated, non-directional iine lies at the centre of Birtwistie's
structural thinking. There is nearly always a 'line' of some kind in
his music which often begins with a 'point' and is extended in time to
provide a formal context for other complementary kinds of musical
activity. Take, for instance, the favourite starting point of much of
his music, the pitch-class E. This initiai idea is taken 'on a walk
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Fig. 4-1
'An Active Line on a Walk'
An active line on a walk, moving freely, without goal. A walk for a
walk's sake. The mobility agent isa point, shifting its position forward
The same line, accompanied by complementary forms
Th. sams un., circumscribing itself
Two secondary lines, moving around an imaginary main line
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shifting its position forward' and becomes a musical line. The Four
Songs of Autumn (1987) ar• a particularly pertinent •xample of this
where the E point is •xt•nded in time to become a line, shifting its
plane for each song and 'circumscribing itself' (in terms of its
register and rhythmic variants) but generating the context within or
against which the rest of the music is heard to operate (see the
--	 analysis in Chapter 8 below). its linear Intention is quite clearly
determined though its actual length Is influenced by other factors.
The Fields 0f Sorrow (1971) might be considered a paradigm for
such a process. Certainly, the idea of the 'processional', convnon to
many of Birtwistie's works of the 1970s, could be understood in these
terms. The composer's description of aspects of the structure of The
Triumph of TIme (1972) is ciose to Ki.e's ideas of how a line moves:
'... parts of the procession must already have gone by, others are
surely to come: a procession made up of a c(necessarily) linked chain of
material objects which have no necessary connection with each other ...'
(25], and is echoed in his ideas on his more recent trumpet concerto,
Endless Parade (1987). it is interesting that he should choose to
relate time in The Triumph of Time to linear motion (a procession) and
that the work's title (though not, he insists, the musical ideas) is
appropriated from a painting - in this case, Breughel's Triumph of Time.
The musical work was given it. titi. only after It had been completed.
Klee, too, was in the habit of giving his paintings a name only after he
had finished them, often a long time afterwards.
A further kind of line found in Birtwlstle's work Is derived from
th. notion of a cantus firmus, a melody which 'takes a walk' through the
music. Michael Hall ha. written at length about the origins and pratice
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of Birtwlstle's Interest in medieval compositional Ideas - in
particular, his discussion of Verses for clarinet and piano (1965).
Such concerns have remained with Blrtwistie, as seen, for •xampls, In
the endless melody or cantus' of Secret Theatre (1984) (see Chapter 6),
and the fundamental melodic line which appears to lie at the heart of
Gawaln (1991). [26]
Ideas of linearity can also be given overtly dramatic/theatrical
motivation. The apparent starting point of his opera. The Mask of
Orpheus (1973-63), is again the 'point' E: the first clearly-defined
pitch heard In the work is Orpheus the Singer's dlscovery' of music out
of speech. Other more complicated kinds of I ivies provide background
continuity, such as the ebb and flow of the tides (electronically
realised) in Act iii of the opera. This Is not to suggest for a moment
that the 'plot' of Orpheus is at all linear In conception: both
Zinovieff's libretto and Birtwistle's music are extremely sophisticated
and multi-la yered constructions which have little to do with
conventional narrative (linear) structures (unlike Gawaln which does
appear to be more concerned with traditional operatic' kinds of
narration). Nevertheless, there are Important threads of continuity
within Orpheus which a comparison with Kiee's Ideas helps to identify.
in the same way, though line plays a crucial structural function in
Kiee's pictures and drawings, they can never b read In any
conventionally naturalistic way.
At this point, it is important to Introduce a note of caution. it
Is very easy - perhaps too easy - to see parallels between Kiee's use of
line in his work and horizontal Ideas in Birtwlstles music. It cannot
be said that what Klee Is doing with line in space is the same as
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Birtwlstie Is doing with sound In time: the dimensions of time and space
ars not equivalent. However, we have already seen that, though
individualists, both artists are arch.typaliy modernist in their
promotion of the placement of (musical/visual) ideas In space' rather
than demonstrating a concern for the organic evolution of Ideas.
Furthermore, by pinpointing the (visual) sources of some of Birtwlst ic's
structural ideas and highlighting the simliarities between the work of
artist and composer, we are perhaps better abl• critically to assess
those Important aspects of their shared modernism.
To return to the Pedagogical Sketchbook: Klee next discusses two-
dimensional pianes which are brought Into being by the simultaneous
movement of lines. (Fig. 4-2) (27] Although their equivalents in
musical terms are less easy to Identify, such features made of
individual ('passive') lines do appear to exist In Birtwlstle. The kind
of musical layer found In The Fields of Sorrow, for •xample, is made,
Initially, not of one strand centred on a single E, but of a block of
Sound starting simultaneously with four different Es - firstly on
pianos, later taken up by choir, soprano soloists and vibraphone. The
'space' or 'plane' thus occupied is further defined by linear movements
within It, often simple synwnetrical motion either side of the pivotal
Es. The same idea is to be found at the end of the work, but now
centred around Ds.
The use of 'pitch wedges' in many of Birtwlstle's pieces Is
another instance of the kind of 'activation of planes' referred to by
Kiss. (28] They can be found,to name Just three early exampies, in
Refrains and Choruses (1957) (see the discussion in Chapter 5), Chorales
for Orchestra (1960-63) and La Plage: Eight Arias of Remembrance (1972).
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Fig. 4-2
'Passive Lines which are the Result of an Activation of Planes'
Passive lines which are the result of an activation of planes (line pro-
gression)
.
Passive angular lines and passive circular lines become active as planar
constituents.
-186-
Beginning from a single point - usually an E - a wedge shape gradually
emerges, fIlling out Its musical space syuvnetrlcaliy, to provide a
musical layer around which other musical ideas can operate.
kIee next proceeds to examine structure which he argues Is
articulated by means of repetition - what he terms 'structural rhythm'.
in It. simplest form, such rhythmic articulation Is achisved by the
repetition of the same unit; on a larger scale, more complex units are
built up, also of repetitions, which are themselves repeated.
Individual structures also exist which cannot be reduced merely to a
repeated numerical sequence, but even these are assessed in linear terms
as ratios such as that of the Golden Section. [29] it is an obvious
fact that repetition is an important structural device in Birtwistie's
music. From the repetition of the smallest stimulus to form a regular
puise, through repetitive devices or 'mechanisms' which continue until
their usefulness is exhausted, to large- . scaie repetition of whole
passages, Birtwistle employs repetition on all levels of musical
structure. Overt examples of regular pulsation are to be found in a
number of works of the 19705 and early 1980s which have primarily
rhythmic preoccupations - their titles such as Chronometer, Pulse Field
and Pulse Samp'er bear witness to this fact. indeed, the tape piece,
Chronometer (1972), is built entirely from the regular sounds of
different clocks, Juxtaposed, superimposed, combined In all sorts of
ways, to produce an end result which is far from regular and
predictable. interest ingiy, It is one of Birtwistie's few forays into
an electronic medium and is his only exclusively electronic piece.
Repetition of other kinds generates the structures of Blrtwistie's
music. Let us consider for a moment the large-scale organisation of two
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of his major theatre pieces, the operas Punch and Judy (1966) and The
Mask of Orpheus. Each of these works (with the collaboration of his
librettists, Stephen Pruslln and Peter Zinovieff respectively) is
constructed according to various repeated cycles of musical and dramatic
events. Each cycle is quite ciearly labelled numerically making its
position in the overall structure clear. For instance, the largest
sequence of cycles In Punch and Judy is that of the 'Melodramas'.
Though never repeated exactly, their substance remains constant and the
pattern of their regular recurrence articulates the music's structure
('divisional articulation ... purely repetitive and therefore
structural', as Kiee would have it). The same is true of the large-
scale sequence of cycles of 'Murder Ensembles' and 'Quests for Pretty
Poll y '. Each of these larger cycles is built of a number of smaller,
self-contained musico-dramatic units, also clearly labelled, which are
themselves repeated and constitute a lower-level cyclical sequence:
'Proclamation', 'Passion Chorale', 'Travel Music', 'Weather Report', and
so on. And even within each of these units, repetition can play a
structural role, whether It be a simple strophic device as in Punch's
and Judy's Lullabies or a more mechanical repeating musical device as to
be found, for Instance, in the 'Morals' (whose detail Is discussed in
Chapter 6). So on every level of the opera, repetition (usually
involving Juxtaposition) is a crucial structural element.
The same is true of Orpheus whose intricate and complex structure
is built of a series of interlocking cycles, all operating in threes:
three acts subdivided into three scenes, each with three further
subdivsions; three 'Ceremonies'; three 'Passing Clouds of Abandon';
three 'Allegorical Flowers of Reason'; and so on. Like Punch and Judy,
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it is an opera of 'r.citatives' arid 'arias', •ach of which is numbersd
In groups of three. Again It can be seen that, as for kiss, number and
proportion are highly significant. This Is at its most obvious in the
central act, concerned with Orpheus's descent and return from the
underworld, which Is dominated by the device of the 'Arches' - given in
the libretto as 'a visionary architectural structure with practical
applications, It i• the most mathematical of the three (large-scale
structures] and domInates the words, music and action of Act 2'. (30]
Its role a. a conceptual/structural element is underlined by the fact
that composer arid librettist do not Intend the arches to be literally
represented in any production of the opera. There are seventeen arches
in all, each one related yet different. The specific content of each
arch Is also numerically determined (and this is discussed below). We
have here a clear example of a visual Image being used as a musico-
dramatic structural device and can usefully be interpreted as a parallel
to (lee's notion of a structural rhythmic concept built by means of
repetition. [31]
Large-scale repeating musico-dramatic cycles are also central to
Blrtwistie's two most recent stage works. An old northern shepherd's
spell, for instance, through Its repetition, p lays an important






'The Turning of the Seasons' and 'Gawain's seduction' ar. the two
principal recurring devices in Gawain. In these examples from both
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works, however, structural dramatic rspetitlons do riot preclude
processes of musical variation (thus encapsulating Birtwlstle's more
recent fascination with repetition and non-repetition, the co-existence
of the cyclical and the linear - as discussed below).
Verses for Ensembles (1969) provides us with examples of a number
of different kinds of structural repetitions on various levels. One
kind is comparatively rare in Blrtwlst is's oeuvr., namely exact
repetition. The entire passage between rehearsal flgur.s 18 and 30.
itself built from different repeated, juxtaposed blocks of music, Is
repeated note-for-note between figures 58 and 70. These are the
structural pillars around which the entire piece is constructed and as
such are an example of what Kiee described as 'the most primitive
structural rhythm based on a repetition of the same unit from left to
right'. Between these two 'pillars' is a section of music also built of
varied repetitions but now taking the form of Blrtwistie's
characteristic verse-refrain pattern. The horn lIne remains constant
(an elaborate kind of 'ground' or chaconne') while, in turn, each of
the high-pitched woodwind Instruments weaves a free verse around it,
related yet independent, and decorated by the percussion. We thus have
a further Instance here of Kise's line 'on a walk', 'accompanied by
complementary forms'. The refrain which articulates this recurring
cycle of verses at regular intervals is a repeated unit, a 'musical
object', which is always the same yet always different. it is an
example of a particular musical device which has developed a greater
significance in Birtwlst is's more recent work (In, for Instance, Yan Tan
Tethers, Endless Parade and Gawaln) and Is concerned with 'multiple
objects', with a procedure whereby any idea can only be assimilated by
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viewing It In many different ways and from many different angles. By
such means it Is possible to build up an image of the three—
dimensional' whole.
in Verses for Ensembles this object' takes the form of a
ritorneiio for four brass instruments which is Identical In the score
•very time It recurs. In performance, however, each sounds strikingly
different as the players are given a high degree of choice as to which
'route' they take through the music, and whether the music is to be
p layed ioud or soft, iegato or staccato, muted or urwnuted. As
Birtwistle himself has commented, 'What I find interesting are those
situations where I create the multiple object but others select what
facet is to be looked at. (32] Again he appears to be regarding his
own musical constructions here primarily in visual or planar terms
rather than in temporal ones as a means of elucidating his structural
intentions. A comparison with Kiss's ideas can perhaps help us to
understand better the ways in which Birtwistie articulates his musical
structures by means of repetition. Certainly, we can see that Kiee's
structural and individual rhythms have their parallels In Blrtwlstie's
work which might be expressed more generally as the (decidedly modern)
way In which a regular procedure provides the context for the Irregular
procedures which complement It. This also suggests that an examinatIon
of the structures of Birtwlst is's music in terms of syiwnetries and/or
proportions might well be a positive way of accounting for the overall
logic or coherence of a work without in any way attempting to deny or
synthesise the Inherent contradictions or oppositions which generate the
material in the first instance.
in the Pedagoglcai Sketchbook Kiss turns from geometric
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proportions to the structure of natural objects. He examines the make-
up of natural materials (bones, ligaments, tendons) and then considers
the relationship between such things. in nature as in geometry he makes
a distinction between structural and individual wilts. He comes to the
conclusion that there Is a 'hierarchy of function' between units that is
of primary significance; any object In Itself is relatively
insignificant: One bone alone achieves nothing'. The reader is
furnished with a variety of supporting examples: thi waterwheei and
hammer (see Fig. 4-3), the watermili, the plant, propagation and the
circulatory system. (33] Kiss's studies of and writings on nature were
extensive; natural objects frequently occur in his paintings and
drawings (human figures, fish, birds, plants, etc.). His relationship
with nature lay at the centre of his artistic philosophy:
For the artist communication with nature remains the most
essential condition. The artist is human; himself nature; part of
nature within natural space. [34]
Yet he never used natural objects naturalistically; they existed simply
as familiar images on the surface of a work intended to draw the viewer
into the deeper spiritual reality of a picture:
His forms are derived from nature, inspired by observation of
shape and cyclic change but their appearance only Matters In so
far as it symbol ises an Inner actuality that receives meaning from
Its rslationship to the cosmos. [35]
Birtwistlo, too, is fascinated by nature and, like Kiee, Incorporates
ideas derived from observations of natural processes into his music
without, in any wa y , attempting to represent such ideas literally. The
titles of certain works indicate a natural geographical source, e.g. An
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reflect ongoing pastoral themes, e.g. Narration: A Description of the
Passing of a Year (1963), Down by the Greenwood Side (1969); others have
a mon comic (and decidedly Ki.e-llke) intention, •.g. Some Petals from
my Twickeriham Herbarium (1969). For Blrtwlstle, natural cycles and the
timelessness of myths assoclat.d with certain places coincide with his
interest in the significance of ritual In music and drama. The rhythm
-	 of the passing seasons, the tides, the eternal round of night and day,
are immutable natural phenomena on which Birtwisti. draws In many of his
works to provide a background context for certain cyclic structural
musical elements. Places and landscapes, too, can generate a purily
technical, musical response e.g. the 'music of the hill' in Van Tan
Tethera which not only evokes a place of mystery and magic in the opera
but also acts as an important structural musico-dramatic device; the
composer's understanding of the stratification of the slements of the
earth's crust gives the substance of the structure of the massive
orchestral work. Earth Dances (1986) (indeed, its very title suggests a
fusion of what Kiee would call 'cosmic' (earth) and 'cultural' (dance)
rhythms). t36]
Birtwistle's allegiance to what has been loosely termed the
'pastoral tradition' Is Interesting. Many of his dramatic works have
pastoral themes or settings. Van Tan Tethera Is subtitled a 'mechanical
pastoral', a combination of ritual and myth. Down by the Greenwood Side
and Bow Down (1977) are both based on prs-industrial folk til.. (one a
retelling of the medieval Mummer's Play, the other derived from the
Ballad of the Two Sisters) and are concerned with ritualised violenc. in
a 'pastoral' context. Nenla: the Death of Orpheus (1970), The Fields of
Sorrow and, of course, The Mask of Orpheus, a. well as various works
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based on translations of fragments from Sappho such as Entr'actes and
Sappho Fragments (1964) and Cantata (1969), all follow, In different
ways, the ancient Greek pastoral tradition and allow Birtwistle the
possibility of exploring extreme and complex emotional states In a
stylised, ritualistic, mythical context. Gawaln continues in this vein
and is another retelling of a ritualistic English folk myth where the
'Turning of the Seasons' presents a highly stylised, mechanical
representation of nature.
Thus, in the pastoral tradition, Birtwistle's two principal
dramatic sources, Greek mythology and English folk legend, are brought
together. Although, in technical terms, his music Is not at all
'nationalistic', i.e. its sources are more generally European (Messiaen,
Stravinsky, Webern, Varbse ...) rather than Identifiably 'British' or
'English', nevertheless Blrtwistie's interest in pastoral matters
identifies him with a persistently English penchant extending back to
the sixteenth, seventeenth and eighteenth centuries (e.g. Spenser,
Milton, Sir Philip Sydney's Arcadia, and even Handel's operatic
interpretations of Ariosto and Tasso, themselves reworkings of Greek and
Roman poetry). In the twentieth century. Ralph Vaughan Williams was one
of the principal inheritors of the notion of an English rural idyll,
resulting not only in such works as the Pastoral Symphony (1922) but
also, with the collaboration of Cecil Sharp, in the first systematic
study of the British folk music tradition. On Birtwistle's own
admission, Vaughan Williams was an important early Influence (he has
described his schoolboy compositions as 'sub—Vaughan Williams' [37])
yet, although certain melodic/modal features may persist in his music, I
do not believe it is particularly productive to read these as
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representing some characteristically English strain In his music, any
more than I think it Is possible to see the Industrial landscape of his
native Lancashire reflected In the oppositions of his musical
structures. (38] Birtwist Is's Arcadia is not some Idealised rural
dreamland but a very real context for the exploration of fundamental and
often violent human truths. Modernism is in essence a 'supranatural'
phenomenon where, It could be said, the pastoral needs also to be
mechanical. Nature, for both Blrtwistle and Xl.., cannot be represented
'in Itself' but serves an 'intermediary' function between an apparent
surface reality and deeper spiritual values.
The final part of the first section of Klee's Sketchbook Is
devoted to a demonstration of 'productive and receptive movement'. (39]
A work can be produced by either an additive ('stone on stone') or a
subtractive ('piece from piece') method, and both, Kiee insists, are
'time-bound'. Almost as soon as a work has begun to be created, there
is a 'counter-movement', a receptive movement, i.e. the creator looks to
see what he has achieved: 'the eye travets along the paths cut out for
it in the work'. it is difficult to imagine a counterpart to this
receptive movement in musIc. The listener cannot 'graze' his or her way
through a piece of music in the same way that Klee suggests the eye
moves over the surface of a picture although it is possible for the ear
to change its focus In listening to multi-layered pieces. However,
equivalents of the temporal additive or subtractive constructive methods
are conon in Birtwistle. Take, for instance, the 'Passion Chorales' in
Punch and Judy:
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Day murdered fame one game lost






Pruslin has provided Birtwlstie with a text whos. proces, is subtractive
(starting with seven syllables, each line Is reduced by one until we are
left with Just one syllable) and which is, of course, time-bound. The
music Birtwlstie provides seems to contradict this process to some
extent in that it Is mor, obviously linear (through composed?), almost
as if he is placing Prusiin's arithmetical game in inverted coninas. Or.
perhaps he is attempting to focus the listener's attention on the play
on the sounds of the words rather than the formality of their structure.
Whatever the reason, there appears to be an interesting tension here
between text and music: Birtwistle is not Just 'setting' the text. This
might also be expressed in Klee's terms as a tension or movement between
what has been produced and how it is received.
A similar procedure can be found in the instructions Zinovieff
gives the composer for the music for each of the arches in Act 2 of
Orpheus. To get from the Mountainside of the Living to the Mountainside
of the Dead, Orpheus passes over an imaginary channel supported by the
seventeen arches and which structure his vast Second Song of Magic.
Each arch corresponds with a verse of the Song. Each is built of a
different material, each represents a different aspect of the world
(from 'countryside' and 'crowds' to 'order' and 'fear'), and each is
divided into four sections forming, in turn, two overlapping t ypes of
expression: dream (fact and fantasy) and nightmare (fantasy and
distortion). Each arch gets progressively narrower so each verse Is
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shortened by three seconds (the 'subtractive method' - note again how
space almost becomes time). Furthermore, the proportion of nightmare to
dream increases the further Orpheus moves over the arches and so the
temporal proportions of these also change in sach verse (by a
combination of addition and subtraction in fixed proportions). Or, as
Zinovieff puts it, 'the waxing and waning within each arch of the
properties 0f fact, fantasy, distortion and awakening an, called waves.


























The 4ask of Orpheus is an elaborate and complex 'lyrical tragedy' where
the relationship between music, words and action is so intricate that it
Is impossible to understand one element Out of the context of the
others. [41] Nevertheless, the same structural principles appear to
guide the hand of both librettist and composer and thus provide
coherence.
2: 'DimensIon and Balance'
The first part of this second section of the Sketchbook deals with
dimension and, in particular, with perspective. [423 Inasmuch as this
Is a pictorial convention, It would seem to have little relevance to an
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understanding of dimension in Birtwist is's music. [43] However, Ki.e is
at pains to point out that it I. the position of the viewer that is
important, and in his actual pictures it is quite clear that he does not
hold the unitary understanding of perspective that the Sketchbook might
at first suggest. The editor of Kiee's Notebooks has placed Klee's
theoretical writings and drawings on perspective next to examples of his
-	 work which bear out or develop these ideas. For instance, the objects
depicted In the watercolour Uncomposed Objects in Space (1929) dO not
follow a central perspective but actually demonstrate a shifting
viewpoint which generates movement and countermovement. As Spiller
observes: 'Through this compensation of movement and countermovement, a
compositional balance, i.e. a synvnetrical impression, Is created'. (44]
These ideas in the context of Blrtwlst Ii's music have already been
discussed with regard to structural repetitions. An ongoing obsession
of the composer's is his interest in viewing the same object, not from
one perspective but from many different and constantly changing angles.
This idea has been realised in many ways throughout his works: as the
ritornelli in Verses for Ensembles (see above), as the various
retellings of the same mythological material In Orpheus, or even as the
constant round of counting in new and changing contexts in Yan Tan
Tethera. Birtwistie has discussed the dimensions of his trumpet
concerto Endless Parade in strikIngly visual terms. The piece was the
direct result of a visit to the medieval Italian wailed town of Lucca
where he found a carnival procession (another linel) winding its way
through the town's narrow streets:
I became Interested in the number of ways in which you could
observe this event: as a bystander, watching each float pass by
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or you could wander through the side alleys hearing the
parade a street awa y , glimpsing it at a corner, meeting head on
what a moment before you saw from behind. Each time the viewpoint
was different, yet instantly identified as part of one body. (45]
He is again using spatial terms to describe the temporal dimensions of
his work. The idea of the shifting or multiple viewpoint is not, of
course, unique to Klee and Blrtwistie; as was seen In Chapter 1, such
issues were very much a part of the debate about modernism in the
earlier years of the twentieth century. What is Interesting here Is the
way artist and composer Interpret this notion and the visual analogies
made by BIrtwistle can provide a useful framework within which the
analyst can begin to examine the processes by which his musical material
is manipulated.
The second part of the Sketchbook's second section is devoted to a
discussion of balance, a structural concept at the core of Blrtwlstte's
work. Kiee first explores the idea of synietrical balance where, if a
scale's balance is disturbed, this is corrected through counter-weight
resulting in a 'counter-effect'. This he defines as 'synr,etrical
balance as restoratIon'. (46] Klee then introduces us to an even more
important concept, that of 'non-synvnetr i ca l balance' where an object
which is 'too heavy' can have its balance restored by adding more
'light' to compensate. The same is true in the case of proportions and
colours. [47] What is crucial is the establishment of an equilibrium
from these unequal elements - or, in the words of Sibyl Ioholy-Nagy, 'it
is the balancing and proportioning powerof eye and brain that regulates
this expansion of the object toward equilibrium and harmony'. (48)
As we shall see later In the complete analyses of representative
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examples of Birtwlstle's music, the concepts of balance and sysunetry
take on great importance. These elements play a crucial role In
accounting for the music's structural coherence on many levels. Michael
Hail has identified symmetries as 'an Important Ingredient' of
Blrtwlst lee style though he does not go much further than describing
surface patterns or formal balance. He isolates three particular kinds
of symmetry operating in the music: rotational symmetry (e.g.
lsorhythmlc techniques), bilateral symmetry (mirroring), and
translational symmetry (i.e. by means of repetition as In, for example,
what Hall calls his 'basic rhythmic cell', the 'heartbeat'). C49] In
fact, as has already been Indicated, exact symmetries are comparatively
rare In Birtwistie's work and are generally used locally as means of
generating pitch material. We have already seen one example of this In
the pitch wedges where a line is created by moving •ynvnotrically either
side of a fixed starting point (bilateral symmetry). Such procedures,
when they occur, are never hidden; they lie quite obviously on the
surface of the music almost as a 'given', something which the lIstener
can readily Identify and against which other, mor. sophisticated musical
activities can be Judged. His use of random number charts as an aid in
generating pitch material have a similar function (though, of course,
they cannot be 'heard'). Stephen Walsh has commented on such
procedures:
It seems that random numbers and mechanical schemes do not
have a great bearing on the essentials of Blrtwist es music
(otherwise it would hardiy impress us as an integrated body of
work) but they do valuably generate 'situations' within which he
can work, and they do trivial work for him. [50]
To be able to identify these 'situations' or contexts should be an
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important starting point of any analysis of Birtwlst Ii's music.
Symmetry as an operational rule provides coherence without necessarily
implying unity throughout the structure, ii. without denying
oppos I t ion.
The notion of a 'non—symmetrical balance', however, Is generally
more useful in examining Birtwlst Ii's structures. it could be argued
that some sort of approximate symmetry Is a false concept in the sense
that an object Is either symmetrical or it Is not. Yet there an, many
examples in Birtwist Ii's work of structures which quite clearly have a
symmetrical 'background' but whose realisat Ion in the music is
compromised or even contradicted as a result of the •xlgencies of the
surface workings of material - even while being contained by the
background model. BlrtwistIe himself has given good reason why these
contradictions should be allowed. For Instance, the overall structure
of Tragoedla (1965) is based on the formal principles of Greek tragedy,
the essence of which Is, in his own words, 'bilateral symmetry in which
concentric layers are grouped outward from a central static pillar (the
Parados). (51] Yet In practice the structure Is not exactly
symmetrical: such a structure would be too predictable. For Birtwistle,
what matters is the way a work evolves against the expectations set up
by the use of a symmetrical model. Various changes have to be made.
'The non-literal symmetry that results from all these changes is
crucial, since an exact mirror symmetry, even though motivated earlier
In the work, would limit the for. unnecessarily to one dimension as the
work drew to its close'. [52] But this does not mean that the work
becomes unbalanced. indeed it is the tension between the model and its
reaiisat ion that gives the work its dynamism. The structural principle
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at work here s•ems to be a positive one of non-synvnetrlcal balance.
There ar• many other examples in Blrtwlstle's work of a
syiivnetrical process' In the abstract which Is disrupted on the surface
of the music I.e. the pitch or rhythmic mat.rlai or formal ideas are
generated by the application of regular rules of •yamietry but over which
the local concerns of the music take pr.cedence. These range from the
large-scale forms of the majority of his works (from miniatures such as
Pulse Sampler to the vast structures of the operas) to the kind of
control of register and duration through symmetry as illustrated in some
of the analyses below (e.g. In individual numbers in Punch and Judy or
In the component songs of the Four Songs of Autumn). it is Interesting
to note that Blrtwistle's formal models are often drawn from sources
which could also be said to be concerned with non-symmetrical balance:
Greek tragedy, medieval motets, Baroque opera and oriental theatre.
However, what is important here is that this background notion of
symmetry contributes to the establishment of balance In his musical
structures; it is, surely, the ways in which disparate or opposed
material can be held In some kind of meaningful balance that provides
the music with Its coherence. If analysts are to attempt to elucidate
some of this music's meanings then It should be their responsibility to
demonstrate how this balance ii achieved. In acknowledging the
influence of Kiee's concept of non-symmetrical balance on Blrtwistle's
thinking, it Is also possible to admit it. usefulness In providing a
context for the analysis of his music.
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3:	 Gravltatlonat Curve
The specific relevance In analytical terms of thi third section of
Kiee's Sketchbook to Birtwist is's music is not perhaps as obvious as the
discussions of lin, and dimension found In the first two sections. it
is concerned with another aspect of Kid's understanding of nature and
discusses the projection of motion above and below the horizontal line.
But, more than this, as Moholy-Nagy has observed, It also gives us an
insight in to the 'spiritual dynamism' which informs Klee's work. Klee
writes that 'there are regions with different laws and new symbols,
signifying freer movement and dynamic position' and Mohoiy-.Nagy
coiTwnents:
With this mere hint at the existence of purely spiritual dynamism,
that supercedes the phenomenal world and its earthbound fate, Kiee
defines his Naturalism as a symbolism of great depth. [53]
Birtwistle never talks about spirituality. This is not to say that he
is not concerned with expression, but its nature is something he is not
prepared publicly to address or articulate - 'I don't think creative
people think about their intuition. You take It for granted you're
expressing yourself'. [54] However, he does admit that intuition can
only take a composer 'so far'; instinctive ideas and general notions of
expressiveness must go hand-in-hand with a conscious method of working.
in other words, as has already been seen, Ideas have to be contained in
some way - the 'sanctity of the context', as Hall puts It. [55] Or this
can be viewed the other way round, akin to the way In which Klee
presents his ideas and methods in the Sketchbook, i.e. begin with
something regular, controlled, and then subvert it In some way (Cf.
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Halls 'central organising principle' - see Chapter 1). Birtwlstii has
called this the 'Magic' of his music, 'meaning the element of surprise
and transfiguration that perturbs the rigular processes Of his icons
and provides their fascination'. (563 KIss talks of 'loose' and 'rigid'
continuity, the tension between the regular and the irregular, between
natural, iimutable laws (such as the force of gravity) and human will
(the desire to escap. from that gravitational pull). A similar tension
can be found in Birtwistle's work between the inevitability of regular
and synxnetnical schemes and structures, and the disruptive will of the
composer who works against such schemes yet never fully escapes their
influence. What is striking about the language Kiss adopts is his
insistence on a sense of motion: dynamism, rising, falling, plusxnet,
continuity. For Birtwistle, too, his art can never be 'static'; though
regular schemes may suggest predictability and, therefore, stasis, they
are aiways Opposed by the less predictable and so generate a dynamic
tension. Circle coexists with line; the unchanging and ever-present
come under the Influence of the whimsical.
4: 'Kinetic and Chromatic Energy'
Energy and motion are also the subject-matter of the final section of
the Sketchbook. The idea of form as something dynamic is given further
credence by the examples Klee provides of inherently unstable objects or
forms which achieve a balance In motion: the spinning top, the pendulum,
the circle, the spiral and the arrow. Such objects an impelled toward
motion, he argues, by th. mediation of human thought. [57] It Is
fascinating how Klee is able to Imbue simple and everyday objects with
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universal meanings; such object. when they appear in his paintings and
drawings are placed in a new context, given a significance beyond their
exterior appearances. Blrtwistie, too, works with very simple materials
- a single pitch, a rhythmic cell, a texture - which recur from work to
work but which are given a new and deeper meaning by the contexts In
which they occur. (This is not, of course, unique to Birtwistie nor,
necessarily, derived from Kis. although Birtwistle has long held an
admiration for the almost childlike simplicity of the ideas that lie
behind Kiss's works.) The 'dynamic' forms Kiss discusses can again
provide useful analogies with the ways In which forms are generated In
Birtwlstle's music, particularly circle and spiral. Kiss calls these
'mobile forms'. it has already been seen how the notion of a circie
built up from a moving line has clear parallels with Blrtwlstie's formal
procedures e.g. in the way in which recurring smaller groups (circle)
are built into larger 'narrative' structures (line) in such works as
Tragoedla, Punch end Judy and, more recentiy, Gawain. But the analogy
of the spiral Is also useful in some cases, especially in more recent
music, as it allows the possibility of circular and linear motion to
coexist without necessarily reQuiring exact repetition (viewing the same
object from many different angles), or determined or directed motion
(the spiral is not finite and permits motion In two directions, both
towards and away from Its still centre). Hall has Invoked the model of
the spiral in general terms in his discussion of such 'labyrinthine'
works as Silbury Alt and The Mask of Orpheus. [55]
The final pages of the Pedagogical Sketchbook are concerned with
colour and the way in which gradations of colours can also generate and
organise movement. (59] Analogies with Birtwist Is's music are
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problematic and, perhaps, unnecessary. His use of Instruments,
registers and timbres as well as of physical s pace (the actual physical
origination of sounds in performance) is as likely to have been derived
from the obvious models of Stravinsky, Varôse, Webern and Messiaen as
from a contemplation of KIee's work. Nevertheless, in an analytical
context where it is still generally true to say that most writers are
concerned primarily with pitch, Klee's insistence on non—directed visual
images derived from the careful, structural interplay of colours C'...
arrows are superfluous ... the question is no longer: to move there
but to be Meverywhere...' [60]) provides a useful corrective and
parallels Blrtwistle's poiemical view of the 1960s that many of his
works of that time could be rewritten using different notes yet leaving
the substance of the music unchanged. (61] In the same way that Klee
considers colour in his work to play a crucial structural role, so in
Birtwistie one must give Instrumentation, register, timbre and space
their full structural value alongside pitch and rhythm. in a work like
Verses for Ensembles it is obvious that one cannot account fully for the
piece without acknowledging the dynamic oppositions of registers and
textures which generate the music's energy, and the structural
significance of the movement of the players about the platform. Even In
more recent pieces like Earth Dances I would argue that our
understanding of the multilayered structure is determined as much by the
in which the material is scored as by the material itself. Any
analytical account of these works must take such matters into
consideration and this would suggest that the application of a theory




'formation of the 1ack Arrow'
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One striking Rage which occurs at the •nd of the Sketchbook and
which seems to be appropriate to the way in which both Ki•es and
Birtwistle's structures operate Is that of the 'Black Arrow'. (Fig. 4-4)
it Is both the progression from white to black and the starkness of the
appearance of black In the general context of white which defines both
movement and structure:
The given white, much-too-much-seen and tiresome white, is noticed
by the eye with littl. sensation; but the contrasting pecuilarity
of sudden action (black) sharpens the vividness of vision toward
the climax or the termination of this action. (S23
As in Birtwistle's music, It is the principle of conflict, opposition,
difference, which defines structure and motion, not any musical objects
in themselves. The primacy of such polarities must be acknowledged.
As Its pedagogical title implies, Kiee's Sketchbook is an Inductive text
suggesting ways of going about bringing a work of art Into being
(prescription). The analysis of Birtwlstie's music is deductive,
examining works of art already in existence (description). The two
processes are quite distinct and, as can be seen In the Sketchbook, Kiee
was well aware of the important differences between how an artwork Is
produced and how it 15 received. Nevertheless, many Interesting and
useful parallels can be enumerated between the method of working of both
artist and composer and It 15 possibl•, I bell•vs, to gain valid and
valuable analytical Insights from these. By comparIng Blrtwistle's work
with Kiee's (in itself a pertinent exercise in that the evidence to
support the Influence of kIees thinking on Blrtwist is's work Is strong
- In the composer's own writings as well as In his music) we are
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provided with an (appropriately modern) aesthetic context within which
It becomes possible to detect and discuss consistent technIcal
procedures across the works of different periods. This Is not to
suggest that Blrtwlstls Is doing the same thing as Kise, but their
shared modernity means that the comon ground between their work is
clear enough to make analogies meaningful and to suggest relevant
analytical strategies. By so doing, we ar. beginning an analysis of a
Birtwistl. work from a clearly defined hIstorIcal and aesthetic
perspectIve.
Reference to the many recurring structural matters discussed in this
chapter in the context of Klee's PedagogIcal Sketchbook will be made In
the following selective analyses of works taken from a number of
different periods of Blrtwlstles creative life.
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I wrote It completely off the top of my head. I cant Justify a
single note. I don't know why I was doing it or why it Is like it
Is. (1]
Only two writers have made any analytical observations about Refrains
and Choruses and one of these Is unusually, the composer himself. [2]
Neither piece of writing Is at all substantial; each addr.ss.s the form
of the work but even on this the two cannot agree. Ilichael Hall sees
the piece as being constructed in seven sections whIch (though he does
not say so specifically) presumably correspond with the double-bar
divisions in the score, i.i. according to fairly obvious surface
textural criteria. Blrtwistle, on the other hand, claims his piece is
built of only five sections and goes on to suggest that the overall form
of the piece evolves according to a straightforward process connecting
one section wIth the next:
its compositional scheme is simple, having five sections, each
section consisting of two elements: a constant one called
'chorus', and a recurring one called 'refrain'. The refrain,
through repetition, becomes a predominant entity, and so [becomes]
the chorus material of the following sectIon. [2]
It is typical of Birtwlstie's p layful Northern irony that he should make
claims of simplicity for his musical designs - they are rarely so.
Furthermore, the example he gives to support his claim is the most











Section	 Characterlsing textural features
Birt	 Hail
I	 I	 Intervallic •xpansIon from initial
pitch C; 2-voice syimetry
$5 II 'Melody' In upper voices Cf 1/ob/ci) &
'base' line In lower voices (hf/ban);
introduces trichord 'x' [B I DEb) (3-3)
Ill	 Single line passed between voices,
decorated or with interj.ctions
Ill	 IV	 Trichord 'x	 ; trilis;
a more even contrapuntal texture
V	 More homophonic (using 'x'); trills;
moving towards a single pitch D
lv	 VI	 Horn melody within context of sustained
syirvnetrlcal chord leading to wedge'
centred on E Interrupted by pentachord 'z'
[A,Bb,C.,D,Eb) (5-4)
V	 VII	 Widely-spaced chord z' connected by 3-
voice motion. Eventually the chord
contracts, separated by clearly melodic
motion
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elsewhere in the piece is far less clear - indeed, ivan the five
sections, and the refrains and choruses within them, an much harder to
identify than one might at first suppose. Hall's is by far the simpler
(though less satisfactory) solution. For purposes of reference I have
tabulated In Fig. 5-1 the sections as given by Hall and what I believe
to be BlrtwIstle's structural divisions.
-	 limnediately it is clear that, simply in terms of the proportions
of the sections, Birtwistle's scheme is neater:
HALL:	 20-14-10-11-17-49-33
BIRTWISTLE: 20 - 24	 - 28	 - 49 - 33
There is an obvious movement towards and then away from the climax of
the work (Birtwlstie's section IV) which Hali's smaller sections do not
make clear (though he agrees that the climax occurs towards the end of
his section VI [3]).
But what evidence is there for the process hinted at by
Birtwistle? As I have already suggested and as shall be discussed in
more detail below, the most obvious 'connection' Is between the final
two sections [4] where a recurring Idea in section IV, the refrain.
appears to become the constant element of the following final section.
The substance of section IV (beginning at b. 89) consists of a process
of opening out from a central pitch, E, to the climax at the end of the
section/beginning of the next (b. 122). The £ remains ever-present and
so can be heard as the constant element, the chorus. But this 'line' is
periodically interrupted by a vertical sonority in all five voices which
appears, on the surface, to have little to do with the music which
surrounds it (Ex. 5-1). This chords differently registered appearances
are at bs 100, 108, 118 & 122, i.e. they are fairly evenly spaced
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Ex. 5-1
Birtwistle, Refrains and oruses, b. 140
Ex. 5-2
Birtwistle, Refrains and Choruses, opening and closing pitches
U
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throughout the section. Whether or not the chord becomes predominant Is
a matter for discussion but certainly, by the very fact of Its
repetition, it Is an important r.curring •lement of the section - a
refrain. In the final section, the central E disappears but the
pentachord (or elements of it) remain. Towards the end of the section
it sets up Its own (linear?) process of registral contraction where It
moves from its widest possible arrangement (b. 131) to the closest
cluster (b. 153) to •nd the work. So it now seems to have become the
constant feature of the section. In between these chords Is to be found
material which is derived from a single twelve-note collection and which
has itself been generated by the kind of symmetrical procedures found
elsewhere in the work. Yet, as Blrtwistle himself seems to admIt [51,
there is no role reversal here. Though the identities of refrain and
chorus appear to have been modified, the refrain remains such in both
sections, i.e. It cannot be said that the pentachord refraIn in section
IV becomes the chorus of section V. indeed, as we shall see, it is
possible to identify elements of this refrain which recur throughout the
entire work across the major structural divisions. This would seem to
suggest, then, that Birtwlstle's comments need to be Interpreted more
generally. Neither the procession from one section to the next nor the
role of refrain and chorus Is a. clearly defined as sither the
composer's comments or the work's title Implies.
Retrains and Choruses is virtually unique among Blrtwlstie's
earlier works in that It Is 'through composed': it lacks the large-scale
formal repetitions found in many of his works of the 19605. This could
be one of the important reasons why Blrtwistl• chose to emphasise the
linear or connecting processes in the music at the expense of whatever
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else might be discovered to contradict this. A suggestion of this long-
term connectedness is given, for example, by the way in which a link is
Implied between the first and last gestures of the piece. The work
begins with a middle C for solo horn and ends by picking out the Bb and
D on horn and Clarinet which surround the C sysvnetrically (Ex. 6-2). By
stressing the Importance of the manner in which one section ii connected
with its successor, Birtwistie is further pointing to this large-scale
linear process, how the beginning is linked with the md. This is not
to suggest for a moment that the work is directed in any tonal sense;
connectedness on every level of structure Is not to be found, though
continuity is an Important component of the works structural identity.
As for many composers this century, Birtwistle's understanding of form
here has more to do with process than with any structural ready-inades'.
(6]
What, then, is the context for this apparent linear development?
I4ow is musical material generated in the first instance and how is it
contained and shaped? One of the major constructive principles in the
work would appear to be that of symmetry which controls local pitch
configurations, registral placement and longer-term processes - we have
already seen one example with regard to the initial and final gestures
of the work. The chorus material of the final part of section V
discussed above (from b. 131) has its origins In a simple symmetrical
pattern. Beginning with a major 7th between flute and horn, a two-voice
line emerges which presents all 12 notes of the chromatic scale only
once and whose lines mirror one another (see El. 6-3). However, half
way through this symmetrical unfolding therm is a statement of the
refrain chord, after which the lines are transferred down an octave to
-22 1-
Lx. 5-3
Birt%JiStle, Refrains and Choruses, bs 132-4
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clarinet and bassoon. The s ynvnetr y is therefore •xact in the abstract
but its realisation in the music Is distorted as a result of octave
transfers. This particular ordering of the twelve notes then becomes
the sourc. for all the r.st of the chorus material. The two-voice
texture In rhythmic unison is maintained, as Is the Intervallic
mirroring (but now only approximately - as contrary motion) until b. 145
when, In keeping with the process of contraction in the refrain, a
single voice emerges. Up to this point the pitches are taken In linear
fashion, though not always according to a strict ordering (see Ex. 5-4).
Occasionally, there seem to be 'wrong' notes, e.g. the flute B in b. 139
should be a Bb; the bassoon D at the end of b. 140 should be SB. These
may be printing errors, they may be Inadvertencles on the part of the
composer, or they may be deliberate compositional disruptions. Whatever
their origin, they are allowed to stand: though Birtwlstie claims he
does not tolerate mistakes, he nevertheless seems to believe that such
lacuna. are a part of, rather than a distraction from, the end result -
a decidedly modern stance. [7]
The appearance of the solo clarinet line initIates a disruption of
the pattern: 'rogue' notes enter and are emphasised, principally the Ab
in bs 149-50 and the final D of bs 152-4; and the pitch ordering is
retrograded (Ex. 5-5). All this signals a 'closing in', a limiting of
means, Just as the refrain is contracting and the frequency of its
statements are increasing to indicate the Inevltabli move towards the
work's conclusion. There is no necessary connection between refrain and
chorus here. Though both, in one sense, have 'static' pitch material
which is being 'processed' (the chorus In terms of linear rotations, the
refrain In terms of register), that material always remains quite
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Ex. 5-4
ftirtwistle, Refrains and Choruses, bs 132-9
a,	 -
L	 42.	 4	 2.
3	 10	 41	 3
-224-
Ex. 5-5







clearly distinct: one restricted to five unchanging vertical pitch
classes, the other employing the entire chromatic horizontally. Yet, In
one obvious way, the chorus is contained by the refrain - that is, it
generally operates within the registral confines set by the extremes of
the refrain: thus, a. the vertical space occupied by the refrain
contracts, so does that of the chorus.
The formal workings of the final 23 bars of the piece begin to
become clear. We are presented here with one coherent formal Intention
that Is articulated in more than one way simultaneously. This might be
expressed as a move from a music which Is widely spaced to one which is
confined and contained and this Is variously achieved by the contraction
of the refrain pentachord (which, In fact, appears to punctuate the
overall process with the general increasing frequency of Its
appearances), the corresponding contraction of the reglstral space of
the chorus, the refining of the chorus from two-part counterpoint to a
single voice, and the operation of the same kind of rotational process
but on mutually exclusive pitch material. The music is thus •dlrected'
towards its conclusion and yet refrain and chorus remain opposed, held
In a meaningful balance by this process. There might a ppear to be some
kind of resolution or synthesis at the end by the way in which the last
chorus note on the clarinet Is taken into the final statement of the
refrain chord. However, this is not the case: although the D is
injected Into the chorus line, it can be seen in Ex. 5-5 that It does
not really belong. The opposition Is, Stravinsky-Ilk., controlled or
suspended, not removed. The two kinds of music here are •xpresslons of
the same idea but cannot ultimately be seen to be subsumed Into some
(non-existent) background unity.
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There is thus $ clearly directed Intention to the last 23 bars of
the work. If It Is true, then, that this process continue, throughout
the work, what evidence is there to support Its •xlstencs befori this
closing passage? Quite clearly, the closing In of the texture begins
from the moment of climax at b. 122 (th. loudest moment In the work)
where statements of the refrain chord, or variants of It, are
Interspersed with homophonic chorus' writing In three Darts (see bs
122-31). And before the 'wedge' passage already riferrsd to Cbs 89-
122), versions of the five-note refrain chord are connect•d by a solo
horn line (gesturally related to the chorus material from b. 131) and
four-part counterpoint in the other voices (see bs 73-82). This points
to larger-scale gestural/textural connections which extend across at
least half the work. Within these sections are to be found a similar
kind of relationship between vertical and horizontal material, between
refrain and chorus, as already •lucidat•d in the final 23 bars. Let us
examine first the passage at bs 73-89.
The widely-spaced refrain chord which begins this section (sectIon
IV) Is an ilTvnediate consequence of the preceding section (another linear
connection) which ended by exploring $ single pitch centre, D, In a
series of cadenzas for clarinet, oboe and bassoon (see b. 72). This
proliferates In b. 73 Into a chord built entirsly of (registrally
displaced) semitones syaunetrically centred on the D (Ex. 6-6). Four of
these pitches are then sustained to allow the horn, In a protagonlstic
gesture typical of Birtwistle (fff possibi let'), to present a melodic
line which exposes an eieven-note row before returning to the sustained
C. from which it emerged (Ex. 5-7a). As with the chorus material in bs
131-end, the horn's subsequent statements are derived from this row by
-227-
Ex. 5-3
Birt4st1, ftfrairis and Choruses, b. 73
Lx. 5-7a
Birtwistle, Refrains and Choruses, horn, bs 73-5
I	 2	 3	 i.	 -	 2	 10
Lx. 5-7b
Birtwistle, Refrains and Cnoruses, horn, bs 77-89
'.4
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simple pitch rotations: firstly repetition, then, after a brief
Interruption, r•trograde (Ex. 5-7b). However, on closer examination, it
can be seen that this horn line is not so different in kind from the
refrain chord a. one might at first suspect. If Its pitch-classes are
represented in their closest arrangement it becomes lumiedlately apparent
that the line Is simply constructed from two interlocking chromatic
segments, I.e. the same lntervaliIc content as the refrain chord (Ex. 5-
Ba). The only pitch-ciass missing from this eleven-note sequence Is the
A. The reason for this Is to be found If the actual pitches of the
entire horn ilne from be 73-89 are arranged vertically, when it becomes
clear that they fill the total chromatic between their registral
extremes - with the exception of this A which Is the line's absent
symmetrical centre (Ex. 5-8b). Thus, as with the refrain, its pitches
are arranged syninetrlcaiiy in space. Although its centre is different
from that of the refrain, it ii governed by the same organising
principle, it cannot be said that the two ideas are 'organically
unified' because their centres are In opposition but they nevertheiess
hold one another in balance as they operate In reiated ways.
As for the refrain, It l first sustained to allow the horn melody
to be heard. it is next sustained at b. 77 in a different form but for
the same reason, and again at b. 82 (see Ex. 5-9). Although these
chords are obviously gesturaily related, there appears to be little to
connect them harmonically: the first, as we have seen, Is a chromatic
coiiection [C,C.,DEb,E] (PC set 5-1); the second has a chromatic
collection (3-1) embedded in a 4-note set (4-5) [C,Cs,D,FeJ; and the




Birttiistie, Refrains and chonises, horil, bs 77-89
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(E,F,Bb I 8]. So each chord contains at least two semitones but this Is
not, in Itself, adequate •vldence to support a claim of relatedness.
However, embedded in the last two chords Is another 3-not. coIl•ction
which appears to have a wider significance, namely set 3-5 whIch Is her.
represented on each occasion in the upper three voices of the texture
(flute, oboe, clarinet), first as (Ca,Fe,C] then as [B,Bb,E]. On the
larger scale it could be seen as a subset of the refrain chord at the
end of the work, set 5-ZiB, which again establishes some kind of
relatedness but only in a very general harmonic sense (set 3-5 Is in a
Kh relationship with 24 of the 38 possible 5-note sets). it Is locally
that this chord Is of primary interest, and this is In the way in which
it connects with the contrapuntal activity between the refrain chords
(Ex. 5-10).	 On closer examination, it can be seen that this
counterpoint generates a series of mostly three-voice verticalities and
that the majority of these (18 out of 32) are forms of set 3-5. Of the
rest, there are to be found statements of IC 5 (a constituent interval
of 3-5), and other sets of cardinallty 3, all of which contain at least
one representative of IC 5: 3-11. a number of statements of 3-9 (whose
interval vector of (010020] discloses a predominance of IC 5), 3-7 and
3-4 (maximally similar to 3-5, l.a. displaying relation R1). There are
also two 4-note sets: 4-13, which has 3-5 as a subset, and 4-22.
What these set statistics show (unusually for Birtwistle) Is a
high degree of harmonic consistency in this passage. Such procedures
operate below the ivtediate surface of the music as the displaced nature
of the writing for Individual voices tends to distract ones attention
away from vertical correspondences (coming as this writing does between
















Birtwistle, Refrains and Cioruses, bs 73-d2
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harmonic Int.rvals, i.e. cs 1 and 5, are not given any Undue melodic
prominence. There is no obvious relationship between the vertical and
the horizontal her. and so an Interesting tension between the two is
established. CS]
However, this is not altogether true. In on. very obvious way,
the vertical material Is directly derived from the horizontal writing -
that of the seemingly Independent horn line. A closer look at the
eleven-note row exposed by the horn rsveals that it Is built (Initially)
of two ascending, interlocking chromatic lines (with the exception, as
already discussed, of the absent central A) (Ex. 5-Ba). Furthermore,
the entire line can be viewed as a sequence of overlapping statements of
set 3-5 (Ex. 5-11). And, at the point where the chromatic sequence Is
momentarily disrupted owing to the absent A, set 4-9 can be seen to be
embedded in the line using the same pcs as in the last of the three
refrain chords, (E,F,Bb,B]. Plot oniy, then, ar. vertical and horizontal
material here harmonically related In the abstract, but also the
ensemble materiai Is explicitly represented in the horn line: the PC
content of every vertical appearance of 3-5 bar one (marked by (] In
Ex. 5-10) has already been exposed melodically by the horn.
Some interesting and important questions are thus raised about the
nature of the 'unity' of the material employed In this passage. Like
Schoenberg's twelve-note row, the •isven-note row here would appear to
provide both unity and comprehensibility in all musical dimensions to
the extent that all pitch material can be seen to be derived from it.
In a very general sense this Is true, aithough some of the connections
made by the sole virtue of the presence of Ic 1 are neither specific
nor, In themselves, pertInent. The oppositions between refrain and
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,x. 5-11
Birtwistle, efrains and Cnoruses, horn, bs 73-5
	C# C 1) G	 Eb Bb E B F C F# C#
I	 I	 I
	
I	 I	 I	 L
______________________	 •	 j
all forrts of 3-5 [100011]
Ex. 5-12
t3irtwistle, Refrains and Ccioruses, 'wed&e', bs 8 ff
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chorus of texture and of centre of syuvmetricai focus still hold and are
in no way diminished bY the demonstrable connections between them. In
practice, the 'rOw' remains a general source of pitch-class material
without in any way determining order, register, or. Indeed, the nature
of other only vaguely related chords and Int•rvals. There Is a tension
here between the specific and the non-specific, between the ordered and
-	 the unordered. The framework within which the music operates (that Is,
the general principles by which material is generated) is clear and
contained; the manner of It. composing out is not.
The process at work in the rest of section IV has already been
outlined, i.e. the symmetrical opening oi.it from a single pitch centre
periodically interrupted by the refrain chord. A straight-forward
transition connects It with the preceding passage. The horn completes
Its cycles of rotations, coming to rest on the £ with which the next
section begins but overlapping with it (b. 88). its line undergoes a
gradual softening of dynamic from ft f to pp and Is no longer grouped in
elevens but in progressively smaller units. The texture thins suddenly
t the end of b. 82, leaving Just the flut, to accompany the horn with
semitonal,, triil-1 Ike gestures circling round E, the 'centre-to-be'
(though the falling fifth B-E across bs 86-7 seems to anticipate the
cadentlal rising fourth which brings the horn line to a close). In
fact, the flute line her. appears almost to ignor• the previous 10 bars
from which it emerges and begins back in It. lowest register with the
very 0 that had acted as the focus for section lii. Its rising
chromatic line would seem to connect section III with the body of
section IV. The trills, too, make a gestural connection further back
with the latter part of section II and section III.
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The wedge itself is perhaps not quits as simple as one might at
first suspect; Indeed, it is not even complete In the sense that certain
notes of the chromatic an, omitted - though It always remains
synwnetrlcal (see Ex. 5-12). The E remains omnipresent but the course of
the wedg. pattern becomes slowly obscured, so much so that Its later
stages are almost completely obliterated in a welter of free
counterpoint. The general course of the music mirrors this moving away
from the centre in that It proceeds from a simple, quiet beginning (b.
89) and builds in complexity and dynamic, the registral space opening
all the time, to the climax at b. 122. In this sense, if the E and the
wedge process are to be understood as the chorus (according to
Birtwistie's definition), i.e. the constant feature, and the recurring
chord as the refrain, then the developing obscuration has to be seen to
belong to the chorus: not only does Its growing complexity reflect the
parent process but also its gestures seem to act as some kind of
decoration of that linear development.
These interjectional gestures begin lumnediately with leaping
single grace-note figurations Cbs 89 ft.) becoming three- and five-note
gestures (bs 93 ft.), six-note figures (bs 99 ff.), seven notes Cbs 104
ff.), and so on. What is Important Is that each gesture either begins
on or ends with (or both) one of the pitches of the wedge or the E,
further supporting the claim for their belonging to the chorus. Uany of
these figurations are related, such as the wide leaping figure (e.g.
ob, b. 93; ci, b. 95; fI, b. 107; etc.) or the figure which decorates
its startinglfinishing note by constantly returning to It (e.g.
f I, bs 99 & 108-9; bsn, bs 108-9; etc.). Furthermore, these motifs make
broader references across the work where similar gestures are to be
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found. For instance, leaping motifs make up the substanci of the
chorus's contrapuntal writing In bs 73-82 whil, there Is •ven a
foretaste of the returning' figure of bs 108-9 In the bassoon at b. 79;
grace-note decorations are to be found as early as in the clarinet line
at b. 4 and are a characteristic feature of the cadenzas In b. 72.
There are many other motivic references, some of which are identified
below. By pinpointing such connections, I am not trying to suggest that
the entire work is motivicaily unified in the way one might talk about a
Beethoven piano sonata (9) or the Brahms Rhapsodies. Far from It.
Motivic references across a work such as this establish connectedness at.
one level without denying the possibilities of other procedures working
simultaneously with - or even against - them, and such is the way
Birtwlstle operates. Musical 'objets trouvés' recur periodically in,
for example, The Triumph of Time where a three-note figure for amplified
saxophone is repeated seven times and a cor anglais melody makes three
significant appearances [10); or Siibury Air in the context of which
Blrtwistle has spoken of 'objects' which are subjected to 'a vigorous
Invented logic via modes of juxtaposition, modes of repetition, modes of
change'. [11) Blrtwistte does not create collages (as, perhaps, an
Innocent reading of his own writings might suggest) but It Is Important
to emphailse that any motivic connections one makes are pureiy
referential and never functional in any directed structural (tonal)
sense.
If the structure of section IV Is relatively clear, then the very
opening of the work is less so although, as perhaps one would expect, It
appears to introduce a variety of compositional procedures which are
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taken up and explored more fully later In the work. Th. horn takes the
lead here - • 5 It does elsewhere where it has an Important independent
role to play. However, $ feel that, in this Instance, Hall overstates
Its role as 'protagonist' [12]. I suspect he 5 guilty of projecting on
to Pefrains and Choruses the kind of wrIting to be found in subsequent,
more controntatlonal works such as Tragoedia and Verses for Ensembles
where the horn certainly does act as protagonist. It is simply not true
to say that 'the horn's capriciousness becomes mor. and more assertive'
because It is frequently as much a part of the group as any other
Instrument - although It ii, admittedly, rather wayward during the
passage between bs 73-89. Hall further claims that the turning poInt of
the structure/drama occurs at the climax of the piece (b. 122) where the
horn is virtually silenced by the other Instruments and 'thereafter
becomes absorbed into the chorus'. But this too is not true as the horn
has participated as an equal member of the musical body since at least
b. 89 when Its melody elided with the central E. The horn sets the ball
rolling, but at the start it is neither possible to identify a clear-cut
dramatic polarisation of horn against ensemble, nor to be certain about
what is refrain and what Is chorus.
Ex. 5-13 gIves an indication of how the opening material is
derived from the initial reiterated horn C. it Is a free procedure
where one idea leads to the next, and Is as much concerned with
(modernisticaily) filling out the musical space as it Is with the
operation of any explicit generative process. After embellishing the
horn pitch with its semitonal upper neighbour, Db, the clarInet takes
the line down to the Instrument's lowest note, Lb. by a simple process
of interval expansion (semitone - whole tone - minor 3rd - major 3rd),
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x. S-13
3irtast1e, Refrains and cruses, bs 1-11
Ex. 5-14
Birtwistle, Refrains and Cnoruses, bs 12-16
Ex. 5-15
Birtwistle, efcains and Q-ioruses, b. 20
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freely doubled nearly two octaves higher by the flute. (13] Their final
two pitches (Eb and Gb) are sustained and decorated by oboe and bassoon
in a manner to be exploited later in the work (see discussion of section
IV above): the oboe by taking the Gb as its starting-point and failing
to a Bb - a kind of echo of the opening failIng 6th motion - and the
bassoon by trilling on the Eb to its upper semitonai neighbour - the
same embeiiishment as undertaken by the ciarinet in b. 4. The horn aiso
re-enters, now reiterating a D as a ciosing gesture for the first sub-
section (signalled by silence and a pause in b. 11). Note too how these
'decorative' bars (8-11) are marked by an accelerando and a ralientando.
The next sub-section resumes the initial tempo and the proceedings
are Initiated on this occasion by the bassoon which picks up the Db from
the clarinet In b. 4. The horn then enters for a third time, again to
rhythmicise a single pitch - now an Ab. This is the last horn entry of
this kind before it involves itself more directly with the rest of the
ensemble (b. 16). The oboe picks u p the Bb It had first introduced in
b. 9 and the ensuing contrapuntal passage Cbs 12-20) exposes another
operational principle crucial to the rest of the work, namely the
proliferation of material by means of s ymmetry (see Ex. 5-14). The
evidence for such symmetry is, in fact, obvious on the surface of the
music whose essentially two-voice counterpoint displays a simple kind of
contrary motion. Even when the symmetrical mirroring breaks down (which
in itself is never quite exact or regular), It continues informally with
the contrary movement between clarinet and bassoon (be 17-19). There is
little repetition, though the end of one kind of symmetrIcal writing in
b. 17 is signalled here by the exact repeat, by clarinet and horn, of a
two-note oboe and bassoon gesture from the very end of b. 14 (also
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marked in Ex. 5-14). Finally, the oboe ends section I by sustaining a
high B (beginning at b. 18), a pitch-class which has already been
hIghlIghted by grace-note decorations In the flute In b. 17, and which
provides a link with the next section. The end of the section is again
signalled by an acceierando and a pause. In b. 20 the flute again
appears to decorate the sustained B, now by straddling it symmetrically
(in the abstract - see Ex. 5-15) and then initiating a chromatic descent
in major thirds which is continued by the oboe when it fails from its B
at the start of section Ii.
Sections ii and iii are not discussed in detail here because they
connect with the rest of the music in obvious ways. For example, a
similar kind of symmetrical counterpoint to that in section I is in
evidence in section II; certain important harmonic configurations begin
to emerge, e.g. the form of 5-6 which concludes the work (b. 35); and
the opposition between the vertical (refrain) and the linear (chorus)
graduaiiy becomes a more important part of the musical structure.
The overall form of Refrains and Choruses, then, cannot be discussed in
terms of any given formal patterns, It is a through-composed structure
where one section generates the next and where the beginning is, in an
abstract sense, connected to the end. Though, at first, each section of
the work may appear very different, each explores aspects of the same
structural issues - essentially, different ways of opposing the regular
and the irregular, the predictable and the unpredictable, within the
context of relatively Uniform intervallic/motivic material and
principles of syimnetry. in Birtwistles terms, this opposition Is
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expressed as notions of r.frain (regular) and chorus (Irregular) whose
identities (and differentiation) become mor, and mors clearly
articulated as the work proceeds. However, because the nature of the
oppositions do not remain constant throughout the work, so the
analytical methods required to •lucidat. them must bi flex ibi. enough to
respond. For example, the work's harmony cannot be fully accounted for
either in terms of syimnetry or pc set theory; both an of value but it
Is the ways in which these systems ars balanced that Is of greater
significance. Even when certain aspects of the music do not 'f it' In
relation to any specific analytical method, they are given meaning, are
made to belong to a coherent whole, when considered alongside and In
opposition to those more regular elements which do fit. The piece thus
defines Its own rules.
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NOTES
1	 Blrtwlstle, quoted by Huib Emmer In a liner not, for the CD
recording of Refrains and Choruses (Amsterdam: Etcetera, 1992),
KTC 1130
2	 Michael Hail, Harrison Birtwlstie, and Birtwlstie quoted in Hall,
Ibid., p. 173
3	 Hall, op . cit.. p. 25
4	 Henceforth sectional divisions refer to Blrtwistle's scheme of
five sections unless otherwise specified.
5	 Birtwlstle, In Hall, op . cit., p. 173: 'In the final section, the
two roles become modified. The chorus, as a voice, becomes diuivner
and the refrain ... becomes closer'.
6	 Take, for example, Varése's oft-quoted assertion that his
compositions were 'a melodic totality', flowing 'as a river
flows'. Form he spoke of as 'the result of a process' rather than
as 'a mould to be filled'. See 'The Liberation of Sound' in
Elliott Schwarz and Barney Childs, eds., Contemporary Composers on
Contemporary Music (New York: Holt, Reinhart and Winston, 1967)
7	 'When mistakes occur ... It's the result of a memory lapse, my own
memory lapse. I don't like inventing systems not generated from
the moment that I actually require them. If I arrive at a context
where a procedure is required, I will always invent or re-invent a
procedure. I will never look back to see how I did it before.
That would be too academic'. Birtwlstie quoted in Hail, op. cit.,
p . 151
8	 This is a reversal of the situation one generally expects in
atonal music where vertical harmony would often appear to be a
casual consequence of horizontal contrapuntal activity.
9	 This, despite Hall's somewhat glib and unsupported assertion that
the work 'resembles ... a Beethovenian structure In that at the
start there Is a rhythmic followed by a melodic motif ... both of
which develop ...' IbId., p. 11]
10 In a programme note on The Triumph of Time, Blrtwlstl. wrote about
'a piece of music as the sum of musical objects, unrelated to each
other, apart from one's decision to juxtapose them In space and
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tlme.	 Ibid., p. 175.
11	 Ibid., p. 177
12	 See his discussion in ibId., pp. 10-15
13	 The flute Cbb in b. 6 of the published score (U.E. 12931 1) Is
obviously an error as it creates an octave with the clarinet line
and it ii the same pitch class as the Bb which follows it, so
dIsruptIng the falling line, it should be a Cb - which is what ii
pl ayed on the recording of the work by the Netherlands Wind
Ensemble, conductor James Wood (Amsterdam: Etcetera. 1992) (see my





Lines end Circle!: 'Punch and Judy', 'Secret Theatre'
'Punch and Judy': Morals
The aesthetic and technical challenges of modernism have been a strong
stimulus to Birtwistle, whose •ndeavours to address the issues can
perhaps be seen at their most uncompromisingly aggressive in his works
of the 1960s. Beginning with Refrains and Choruses and culminating in
Tragoedia, Punch and Judy and Verses for Ensembles, Birtwistle produced
a series of works which explored different ways of pitting contrasting
blocks of music against one another in a controlled dramatic context so
as to create a coherent musico-dramatic statement out of widely
divergent material. His dramatic model was the formal rituals of Greek
tragedy which, through such artificial structures as refrain forms,
synvnetrles and small- and large-scale repetitions In Interlocking
cycles, seemed ideally suited to Birtwistle's pithy, fragmentary musIcal
material. Many different facets of the same problem were investigated:
namely, how to gIve a logic and continuity to discontinuous musical
phenomena. Nearly all his works of the 1960. examine the possibilities
of exploiting the dramatic tension between Juxtaposed blocks of
violently contrasting music within a verse/rifrain form. Refrains
confer order (circle) whilst verses gIve continuity (line) and the two
are held in some sort of balance by an imposed sysm*tricai scheme.
Eventually, Blrtwistls's dramatic urge was to achisve overt theatrical
expression In the form of an opera.
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Blrtwistie and his librettist, Stephen Pruslin, were attracted to
the Punch and Judy puppet show as the focus for an operatic
collaboration not so Much because of the subject matter it offered them
but for the dramatic possibilities It presented. As Pruslin wrote,
'What we were not trying to do was to writs a children's opera that
would faithfully represent the traditional Punch and Judy puppet-play
Plo, what we wanted was something quite different: a stylized and
ritualistic drama for adults that used all the imagery, the trappings
and paraphernalia of the original as a departure-poInt'. (13 A r.cent
analysis of the popular tradition of performing the Punch and Judy show
has highlighted the fact that oral performers were as Much concerned
with the actual structural features of the play as they were with its
content: 'balance, chiasmus (that is, when the second half mirrors the
first) framing and cumulation ... [enabled] the performer to give his
work instantaneous organised cohesion'. [2] Repetition was the Punch
and Judy man's principal structuring device, it seems, both in the short
term through the use of question-and-answer formulae, punning games and
traditional rhymes, as well as large-scale patterning of scenes, usually
in groups of three. Yet within this framework, it was still possible to
explore contrasts of character and action.
in the light of Blrtwlstle's preoccupation with cyclic structures,
synwnetry and violent contrasts in works u p to Verses for Ensembles, it
is perhaps riot surprising that the ritual of the Punch and Judy puppet
show should appeal. The libretto Pruslin ga y, hi. took the principal
features of the traditional play and, by cross-fertilising them with
other equally stylised and ritualistic forms (Greek tragedy, Baroque
opera and the Passions of Bach). produced a sophisticated structure, a
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number opera of more than a hundred separate sections. whose complexes
of recurrent schemes, parallel narratives, symmetries and contrasts wore
perfectly tailored to suit Blrtwistle's needs.
FIg. 6-1 Is a schematic representation of the overall design of
the main sections of the work. The cyclic nature of the text is readily
apparent; yet this is underpinned by a linear thread. The Nightmare
section acts as a central pivot point around which the whole opera Is
symmetrically organised: it is, to use Aristotle's terms, the moment
both of per ipetela and chiasmus. From this point on, the direct Ion of
the circular motion ii reversed and the drama Is propelled towards Its
conclusion.
Within and across these large-scale lines and circles smaller
cycles and progressions operate, mlcrocosnis of the larger forms. One
such cycle/sequence is given the title Moral and is associated with
Punch's Quest for Pretty Polly. Punch's first two quests are
unsuccessful and on each occasion his rejection is commented on by
Choregos, in his role as Crook Chorus figure:
Weep, my Punch.
Weep out your unfathomable, Inexpressible sorrow.
It is impossible, yet, restless, you try,
and torment yourself,
and are tearful.
Weep, poor, pathetic Punch.
Different levels of repetition, ranging from the consonant to whole
words and line, articulate the (linear) narrative subject matter of the
passage; the poetic devices Pruslln ha. used here to structure the text



















































































































Birtwist is's music for Moral I riflects this and can also be
examined in terms of lines and circles. The accompaniment In the pit
orchestra Is perhaps the most obvious manifestation of Circle In this
particular section and takes the form of a simple, self-repeating
musical mechanism based on the number eleven (Ex. -1). This mechanism
turns full circle •very 11 crotchets and consists of a number of
elements operating at different rates:
1) an accelerando group occurs on one of the tabors every 11
crotchet. and articulates the start of each new cycle of the
pattern;
2) the other tabor plays a sequenc. of 3 beats, •ach at a different
dynamic level (mf,f,mp), at a distance of 11 trlpiot quavers from
one another;
3) starting simultaneously with 1) and 2) Is a Bb-D dyad played mp on
the double bass, repeated once, t, 11 quaver beats later;
4) after 11 quaver beats the final element is Introduced: a semitonal
fIgure between trombone and trumpet which Is palindromic in terms
of durations and dynamics.
This pattern, once set in motion, continues to re peat itself, quit.
independently of anything else happening around it, and simply stops at
the end of its seventh statement for no other reason than that the
singer above It has finished, the stage lights are out and it has ceased
to serve any useful function.
Such musical processes occur at various points throughout the
opera, as indeed they do in many of Birtwist los works of this period.
Their regularity, their cyclic nature, their obsession wIth pulse have,















they can continue ad Infinitum. But what role do these mechanisms play
in relation to the rest of the music around them? As already cited,
Stephen Walsh has commented that such aechanlcal schemes do not have a
great bearing on the •ssent late of Birtwist is's music (otherwise it
would hardly impress us as an Integrated body of work), but they do
valuably generate usituatlonsu within which the composer can work [3] -
in a similar way that, for instance, Birtwlstie has used random numbers
to generate pitches. As Hail has put It, 'a composer must find ways of
allowing music to write itself' (4] so that decision-making is reserved
for higher-level matters.
Chorogos's vocal line, by contrast, is fundamentally linear in
concept. Although the vocal line involves an element of recapitulation
- determined by the return to the opening Idea in the text - this doe.
not contradict it. essentlaiiy directed motion. Ex. 6-2 I. an attempt
to show the linear connections which operate In this vocal line, in no
sense Is such a voice-leading graph intended to imply that there are
tonal forces at work here. Although there I but a single melodic
strand, It appears to function as a sort of two-voice compound melody.
Starting from the first pitch, A, we can see how the initial high and
low goais of the composite line, D and £ respectively, ar. symmetrically
generated in fourths •ither side of it (Ex. 6-3a). Each of these new
pitches has another pitch associated with It, a semitone away: the lower
neighbour note of 0 and the upper neighbour of E. Th•se pitches too are
thus in a symmetrical relationship with the A (Ex. 6-3b). In fact the A
itself is embellished by Ab (the significance of the semitone will be
discussed below).






Ex3 6-2 & 6-3





exception of melismatic writing (for expressive purposes) on the word
'weep', the text Is •et syllabically. The rhythmic patterns are
•ssentlally determined by the speech rhythms of the text. Once arrived
at, the E i• rhythmically articulated as the main 'reciting' note of the
vocal line and then proceeds to descend to the lowest pitch, C. the goal
of both parts of Moral I.
The D on the other hand Is made registrally qult• separate from
this linear motion in the lower voice and Is left hanging In mid-air, to
be picked up again after the interruption point when music and words are
recapitulated. However, on the second occasion when the E reciting note
descends to its final low C (now via Db rather than D), the upper voice
D ii prolonged by Its incomplete lower neighbour C, which Is
subsequently transferr•d down the octave and respeit as Db to lead to
the low C goal with the lower voice. The D. it could be said, resolves
on to the C. The tension in this atonal context which demands a
resolution Is thus not one of contrapuntal dissonance but of the
counterpoint Itself: one line proliferates into two and the music cannot
come to rest until the two line. are once again reconciied.
Thus the ad hoc application of •iements of voice-leading
analytical techniques helps to Isolate the way in which this vocal line
achieves Its linearity. Although, in theory, such prInciples should
cease to have any pertinence outside the tonal repertory whore the
distinctions between consonance and dissonance no longer operate,
nevertheless certain features with tonal resonances such as neighbour
note prolongations and linear progressions can be seen to effect a
degree of directedness, but in a different (atonal) context and for a
different purpose. At the very least, such an •xamiriatlon does
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highlight the polarity of vocal line and accompaniment: the directed
motion of the former and the cyclic nature of the latter.
Of course, a case could be argued for the very reverse of the
polarised picure I have just painted: the two musical strands are vary
much connected and inter-related. The dramatic framework within which
both voice and instruments work determines, to a large •xtent, the sort
of music Birtwlstie is able to write here. The roll of the
accompaniment is connotative, one of establishing the mood or Affekt of
the section: once the basic elements have been presented, there is no
need for them to change until the dramatic situation changes, so they
simply continua - quite mechanically, In this instance, as has been
seen. The dramatic situation here is determined by the actual subject
matter of the words being set, namely ideas associated with sorrow,
torment, despondency and self-pity. The text, In an almost primitive
way, dictates the musicai subject matter: tempo (slow), dynamic level
(generally soft), instrumentation (low-pitched instruments), and texture
(sparse). The freely-flowing vocal plaint and the prominence given in
both musical strands to the melodic semitone, an almost universal symbol
of grief - as well as other examples of 'word-painting' - are further
text-determined components which combine to create a coherent musico-
dramatic expression.
Thus far I have adumbrated two apparently contradictory ways of
seeing Moral I - one which presents a 'unified' view In terms of
dramatic context and motivic cross-references, the other which
emphasises the antithetical musical processes operating In the two
prIncipal strands of the music. In the short term, specific dramatic
issues may seem to be of primary Importance, but In relation to the rest
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of the opera, or to other of Blrtwisti•'s works, matters of musical
process may be deemed to be of greater significance. However, the two
views held her., rather than Invalidating one another through their
contradictions, can co-exist but are of greater or lesser consequence
depending on the context In which the particular musical phenomenon Is
observed.
if these two analytical views wers to be brought together, some
sort of general lied statement might be made along the lines of: although
vocal line and accompaniment proceed in two quite different ways, they
can be seen to be rusted as they inhabit the same dramatic space. But
does this mean that, in terms of actual pitches, there is no necessary
connection between the two strands of music? In the light of the
comment Birtwistie made in the 1960s that he could rewrite his music
using different pitches without making any structural difference to it
(5], what effect would it have if, for example, the vocal line were
transposed down a tone? Its internal relationships would remain
unchanged but Its relationship with the accompaniment would be altered.
However, Birtwistls did not write it down a tone: the relationship
between the two strands does feel 'right'. This has something to do, I
would suggest, with the way in which, In the abstract, the pitches used
lie round centres of symmetry.
Ex. 6-4a shows the set of pitches used in the vocal line whose
outer limits are placed around an absent centre of symmetry, G.
However, when viewed along with the pitch content of the accompaniment.
the low C In Itself also becomes a centr, of symmetry (Ex. -4b). The
lowest double bass note, Sb, and the highest vocal not., D (also the
highest Instrumental note, embellished by Its Eb neighbour), are
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Ex. -4
Birtwistle, Puncri and J.x1y, iloral I
hALJ	 iIp-.
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symetricaily arranged around the C. Thus, one could argue, the •nttre
musical space is organised around this one pitch, C, so reinforcing the
earlier view of its hierarchically prominent position.
However, we might hers also wish to reconsider the wa y In which
the two strands of the vocal line function. Whereas earlier we viewed
the upper voice D a. resolving down on to the low C along with the iower
voice (Ex. 6-2), now, heard In the context of the accompaniment, we
might regard that upper D as being left hanging at the end, unresolved.
Such an interpretation would be confirmed riot only by the identity of
this pitch In both voice and accompaniment (the highest significant note
of both), but also by the synmietrical way In which this 0 is embellished
by its semitone upper neIghbour in the accompaniment and its semitone
lower neighbour In the voice. Motion (voice-leading) and stasis
(symet ry ), line and circle, are held In a dynamic tension.
Moral II occurs in a similar position in Punch's second quest and not
only is the text repeated exactly, but also It receives an identical
setting in terms of the vocal line and pit orchestra accompaniment. Yet
the repeat is not quite the same for a new strand has been introduced,
p la yed on the bassoon of the stage orchestra. The music and the drama
have moved on so that by embellishing an otherwise exact repeat,
Blrtwistle manages simultaneously to express both the notions of
circularity and linearity.
As with the separate elements of Moral I, the new strand i both
independent of yet related to the music which surrounds it. Starting
from the pitch D (which was of significance In Moral I), each new pitch
class of this bassoon line Is generated In a quite mechanical manner by
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moving in semitones synvnetrically •ith.r side of this central pitch
(Ex. 6-5. Cf. the 'wedge' in section IV of Refrains and Choruses, bs
89-122). Once 11 of the 12 pitch-classes have been exposed, Instead of
proceeding to the twelfth (which ii the same In both directions from the
P), the pattern stops and starts again, repeating its sequence of
pitches exactly a further three times. However, this regular scheme is
disguised by the manner in which the pitch-classes, once generated, an
treated. The registral positioning of each pitch-class is determined In
such a way as to create the widest possible interval between the pitches
either side of it; also the repetition of pitch-classes already exposed
take! place in an apparently arbitrary fashion. Rhythmically, too, the
treatment of these pitches Is both regular and Irregular: each rhythmic
'block' is characterised by one particular durational value - all
crotchets, all triplet quavers, and so on - but neither the number of
pitches assigned to each durational value nor the order in which these
blocks occurs seems to have any regularity about It. Although with
every repetition of this sequence the pitches recur exactly, the
rhythmic patterns do not. A similar situation can be seen in, for
example, Carmen Arcadiae Mechanicae Perpetuum (discussed In Chapter 7)
where the pitch mechanisms, according to the composer, remain constant
but the registers and dynamics are freely composed.
The exception to this ii sri interpolated episode in which the
pitch ordering is almost entirely different. Placed as it is,
symmetrically between statements I & 2 and 3 & 4 of the main pattern, It
acts as a central pivot point. Whilst the texture Is the same - wide-
leaping intervals, staccato, moving In rhythmic blocks - the
introduction of the hitherto absent Ab sets this episode a part from the
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cyci.s of pitches which surround it. Finally her., it Is worth noting
that the entire bassoon line I. bounded by its Initial pitch, P. and its
final pitch 0
 Bb, the synetrtcal poles around the Still present C goal
of the vocal line.
Melodrama Ill Is different from the first two. It breaks sway from the
regular cycles of events so far established and introduces new ideas as
well as parodying already familiar material. Early on In the Melodrama,
with a possible change in Punch's fortunes in the offing, Choregos sings
a 'Morale', a clever inversion of the text of the Morals:
Leap, leap, my Punch.
Leap In uncompassed, impossible joy.
It is yet feasible, so, fearless, fly,
forget yourself,
and be free.
Leap, leap, proud, pellucid Punch.
The music reflects the inversion of this dramatic situation. There are
now only two simple strands to the music. Choregos's vocal line and a
line for solo horn, and the two are quit, closely Integrated. Both
lines are loud, vigorous and wild and they share a similar rhythmic
Identity In the Insistent use of Scotch-snap patterns. They appear to
play a game of Imitation: the horn answers the voice In Its rests or
sustained notes; repeated pitches In the voice are accompanied by
sustained notes on the horn; and a return to the opening words prompts
an Identical procedure In the accompanying line. In terms of pitch
organisatlon, however, the two lines proceed Independntly. Just as the
text is a parody of Its model, so the vocal line Is a fr.e variation of
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way in which Birtwistle sets about rearranging transposing, Inverting
and •xpanding intervallic patterns to create a new line from the old -
different yet the same, another instance of viewing the same musical
object from a new angle. The horn line (Ex. —eb) is brand new,
although in Its obsession with the semitone/.inor 9th It could be seen
to be generically related to the bassoon lin, of Moral II. The entire
section is altogether much freer than the Morals which precede It.
The final occurrence of the Moral music is In Moral Ill near the end of
the work during Punch's third Quest for Pretty Polly. The dramatic
situation 1• slightly different here in that, when Choregos sings his
lament, Punch has been neither rejected nor accepted by Pretty Polly.
This is echoed in the music. The text, repeated exactly as In Morals I
and ii, receives an identical setting. However, the accompanying
instrumental line Is the horn passage from the Morale: the sequence of
pitches is the same only now played softly, more slowly and with the
snaps softened into triplet quaver—crotchet figures. The recall of the
horn line in this context serves a dual dramatic function of looking
back to the Morale and the more optimistic version of the text and thus
anticipating what is to come, namely the winning of Polly and the
Jubilation of Punch Trlumphans. The absence of any mechanical musical
device underneath the vocal line also symbol Ises Punch having broken out
of his earlier cycle of quest and rejection; once the circular motion
has ceased, the centrifugal force luipels the drama forward, linearly, to
a new and different situation.
From an analytical standpoint, the coming together of these two
strands of music has, retrospectively, an important bearing on the way
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we understand the Moral music which has preceded it. Firstly, It
substantiates the view of the essentially independent nature of each
musical element. If different musics can be made to combine in many
different ways, it must mean that any vertical correspondences are
either totally unpredictable or else Irrelevant. The fact that
Choregos's line in Moral I recurs in Moral Ill with a completely new
accompanying line must surely affect the way we view the nature of the
relationship between vocal line and accompaniment in Moral I. Secondly,
and conversely, the exact repetition of the horn line in Morale and
Moral Ill actually serves to make clear the connection between the two
versions of Choregos's line: to view two variants of an object in the
same context makes the viewer more aware of their similarities.
It would be all too easy to adopt an approach to Punch and Judy which
was content with merely describing the musical content of each
individual unit and then giving the relationship of each with the rest
of the score some semblance of logic by accounting for its place In the
externally imposed formal scheme - an 'artificial' coherence. I have
heard it said that, given the skilful construction of Pruslin's
libretto, any fool could have written the music for Punch and Judy, the
libretto does all the work for the composer. But surely, as we have
seen, the opera amounts to more than 'sung play', to appropriate
Kerman's term? (6] The structural features of text, drama and music are
so closely integrated that it becomes almost impossible to separate
them. The text and the drama operate in terms of polarities: the
repetitive and the non—repetitive; the cyclical and the narrative; the
syninetrlcal and the asymmetrical; the violent and the lyrical. The
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music not only reflects these polarities externally by conforming to the
text's formal dictates, it absorbs them Into it. inner substance, into
the core of its structure, Into the very way It. pitches and rhythms are
determined and interact with one another. It foliows, then, that the
anal yst's approach to such music must Inevitably be an empirical one,
relying not on one theoretical view alone of how the music functions but
taking a multiplicity of approaches as appropriate to the individual
circumstances at any particular point In the work. By then relating
these elements to the central 'polar istic' premise, it is possible to
see that, even though one is not presented with a unified structure, thà
work can still be viewed as a coherent whole.
—265-
'Secret Theatre'
The following brief •xamination of aspect, of Secret Theatre is intended
to follow up the structural issues revealed by the discussion of
passages from Punch and Judy, before returning to consider similar
issues in Punch and Judy. Though written almost twenty years later than
his first opera, and though In terms of surface features of the music
Birtwistie's style has changed quite considerably, Secret Theatre still
shares many of Punch and Judy's concerns. host notably, the
simultaneous yet balanced opposition of different kinds of music - an
opposition between linear and circular musics - is central to the work,
both in terms of It. musical organisatlon and Its theatrical
real isat Ion.
The theatrical dimension to Secret Theatre expresses the work's
central polarity and Imediately invites comparisons with similar
concert works from the 19603 such as Tragoedia and Verses for Ensembles.
The main body of the ensemble [7], the continuum, is seated In a
semicircle in the centre of the platform while from time to time
soloists move to stand at the back and to the left of the continuum to
form, individualiy or together, a cantus. The cantus consists,
virtually continuously, of flute/piccolo, oboe and clarinet and is
joined on occasions by either trumpet and horn or by the two violins.
This physical movement suggests the enactment of some kind of ritual and
is supported by excerpts from the Robert Graves poe. which prefaces the
score and from which the title of the work is taken:
When from your sleepy mind the days burden
Falls like a bushel sack on a barn floor,
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Be prepared for music, for natural mirages
And for night's Incomparable parade of colour
it I. hours past midnight floW; a flute signals
Far off; we mount the stage as though at random,
Boldly ring down the curtain, then dance out our love ... [8]
The theatre Is a secret on. because It is never made explicit. As an
audience, we ar. witnesses to the movements of the players, the ways in
which the members of the cantus are opposed to or absorbed Into the
continuum, but the motivation for this theatre remains undisclosed,
mystical, magical almost. We are observers of a highly stylised ritual,
but without the containing context of Greek tragedy or other formalised
kinds of theatre, as in Tragoedia, Punch and Judy, Verses for Ensembles,
etc. The rules which control this ritual stay hidden. As Andrew
Ciements has coITnented, ritual Is never used by Birtwistti in sn
anecdotal sense, not least in Secret Theatre: 'there is no grafting of a
dramatic skeleton to stiffen an inconsistent argument. Rather the
ritual Is implicit rather than explicit - it defines it. own rules; it
has become an indivisible part of the total conception of the work'. [91
What, then, are these rules? As was noted in the earlier
comparison of the work of Birtwlstle and Klee, the composer has often
talked about the form of his music more In topographical than in
specifically musical terms. He has 'likened his attitude to form to
that of a traveller in a big and unfamiliar city, who may move around
according to a predetermined set of rules' [10]: in The Triumph of Time
he spoke of a procession; In Endless Parade he described his encounter
of a carnival winding Its way through the narrow streets of Lucca. For
Secret Theatre:
I drew up a whole lot of precompositional Ideas about how
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things could progress, how they could get from point to point. I
constructed a whole map, as it were. But then in the process of
composition, in the journey, I went In other ways, so those
original journeys are still there. (11]
The journey is continuous. Like the aptly named Endless Parade which
followed it two years later, Secret Theatre is through-composed without
the obvious block-like divisions or repetitions found in the works of
the 1960s or even in Carmen Arcadlse I4echanlcae Perpetuum. When musical
objects do recur, such as the insistent D-F motif which opens and closes
the work and which punctuates the music's progress, they are always
placed In a new context, always seen from a new angle.
The opening of Secret Theatre illustrates cI.arly the musical a.
well as spatial distinction between cantus and continuum. In textural
terms this is made apparent by the way in which the cantus plays a
virtually unbroken line (an 'endless melody') until just before fig. 11
while the continuum Is more sectional and stratified. Indeed, this
distinction holds true for the rest of the work too. Clements (12] has
observed that, in this opposition, Secret Theatre manages to synthesise
the concerns of two earlier works written for the London Sinfonietta:
the cantus appears as an extended elaboration of the meiody lines In
Sllbury Air while the block-like mechanisms of the continuum originate
in the sectional structure of Carmen Arcadia. Mechanicae Perpetuuin.
And, once again, we see a Kiss-like or Stravinskylan polarity set up
between something seemingly natural/organlc/unpredictabie and something
manufactured/mechanical/predlctable.	 -
The continuum defines its rules in terms of repetition. The first
block (from the beginning as far as fig. 1) is made up of a number of
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elements: a) the repeating D-F motif in upper strIngs; b) a 'cello line
which rotates the pitches of a pair of chromatic trichords C-C.-D,
G-Gs-A; C) C similar line in double bass which rotates the pitches D.-E-
F-PeG--B. All three •lements start with three exact repetitions and
then begin to behave slightly less predictably - though still involving
a high degree of repetition - in terms of the rhythms of a) and the
patterning of pitches in b) and C). However, all are held together by
the regular semiquaver pulsation, where an event occurs on every
semiquaver beat, and by the overall cyclical pattern of note values:
4I1	 J	 J	 •	 J	 It is thus $ VSt regular mechanism
but with a degree of flexibility built into it. [13] It is circular in
that it can continue for as long or as short a time as necessary. it is
suspended once after seven turns of the not, value cycle, and is broken
off completely after a further four (fig. 1).
The next mechanism occurs between figs. 1 & 2. It Is rhythmically
more straightforward, consisting of a Scotch snap gesture made up of a
'root' interval in trombone and double bass followed by a piano and
vibraphone chord. There are always two such gestures per bar although,
because the metre is constantly changing, the durations between attacks
ar, not even. The bass is usually doubled by the trombone at the
interval of about a fourth or fifth - such approximation Is t yp ical of
Blrtwlstle: a single line Is enriched by another and a general pattern
Is maintained but never exactly, leaving 'rough edges'. The chords, in
a similar way, are consistent but not predIctably 50: they employ the
entire chromatic and each voice moves within a narrow range (seen most
clearly In the vibraphone dyads extracted from the piano chords) yet no
chord is the same. This mechanism, too, could contInue to operate
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according to its self-defined rules for as long as necessary. In both
these sections of the continuum the limits of the musical mechanism are
circumscribed but it Is not closed and the music Is free to mov. freely
within those limits, almost at whim. The frequent use abov, of
qualifications ('usually', approziaat•Iy', r.ev•r •xactiy') leads us to
two conclusions: first, that the application of rigorous, pitch-oriented
analytical techniques (such as pc set analysis) is Inevitably doomed to
failure because the music Is never that systematic (that Is not what it
Is 'about') - at best, it can confirm (systematically) the lack of
system; and second, that individual pitches ar. not locally, in
themselves, particularly important: the composer's and our attention is
directed to matters of higher level structural significance such as the
essential oppositions or proportional relations - or, indeed, larger-
scale pitch continuities made b y , say , the pitches D and F.
Longer-term connections - or Interlocks - across the sections of
the continuum, of the kind discussed at length in Carmen Arcadiae
lechanicae Perpetuum, are also to be found. The third section,
beginning at fig. 2, contInues the ideas established in the first
section but also contains a version of the scotch snap figure from the
second section. Cello and double bass work the same pitch collections
as before within the same semiquaver pulse but now the interjection, of
the three triplet semiquaver group are more erratic. The D-F dyads in
upper strings proliferate into two dyads, D-F. and F-E, which alternate.
Already, given musical objects are being viewed from new perspectives.
The beginning of section three coincides wIth the entry of the
second cantus voice, the oboe, which joins (in unison) the flute that
has been playing virtually from the start. The cantus melody rides
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almost regardless over the top of the continuum. It pauses when the
continuum Is interrupted but otherwise the cantus would seem to have
little to do with the continuum In the early stages of the work. The
pitch-class content of th. flute melody from the beginning to fIg. 2 is
straightforward: it consists of two superimposed chromatic tetrachords
(Ex. 6-7a) but whose rsaiisation Is elaborated In the music by octave
displacements (Ex. 6-7b). These pee an, freely rotated, with only
occasional repetition at the octave (interestingly, only of pcs D and F,
the Insistent pitches of the continuum). The directedness of the line,
to the extent that it can be discerned, results from its very continuity
in opposition to the fragmentary utterances In the continuum and from
its generally decreasing not, values rather than from any quasi voice-
leading patterns. The entry of the oboe heralds an outward expansion of
the pitch-class material so far employed: each chromatic tetrachord now
gains another semitone (Ex. 6-8) suggesting a gradual linear progression
quite unlike the stratification and Interlock in the continuum. There
is a change In rhythms at fIg. 3, coIncIding with another change in the
continuum and, with the entry of the clarinet five bars later, the final
two pitches of the chromatic (C-Fe) are quickly introduced. The
harmonic field then begins to narrow down again, the first move being
initiated by the momentary joining of the cantus by a member of the
continuum (vibraphone, fig. 4, b. 5).
Elsewhere in Secret Theatre the melody becomes apparently more
complex: as many as five instruments can articulate the line
simultaneously. It Is doubled, usually In unison, sometimes in octaves;
It Is enriched In paralisl motion by doubling at a consistent intervai




































the lines (see Ex. 6-9a, p. 112 in score, for such an instance; this a
prime example of klee-1 Ike 'twO dimensional planes which are brought
into being by the simultaneous movement of lInes' [143); and it
proliferates into two or more composite lines which taken together for•
a single melodic strand (Ex. 6-øb, fIg. 69 In score). ItS linearity •
never compromised. A striking ixampis of this can be found at fIgs. 38-
41. The continuum 5 here at Its most mechanistic and most clearly
circular with the upper strings repeating a G.-D dyad while other voices
regularly rotate 3-note cells. The three strands of the cantus, on the
other hand, demonstrate a strong directed motion: the pitch collection
of each strand is limited, but their peak notes show a general tendency
to rise (the lowest strand, the clarinet, Is given in Ex. 6-10). In
this case, the opposititon between line and circle is extreme but it Is
balanced or contained by Its positioning within the overall proportions
of the work, within the ritual scheme.
What I hope these rather lengthy descriptions reveal is that,
though both cantus and continuum are regularly changing and, Indeed,
though there is a certain similarIty between their rotations of PC
material, the process of change in each is distinctly and crucially
different. The cantus is a linear entity, an 'endless melody' whose
focus slowly and gradually shifts as the piece progresses; the continuum
Is much more stratified and is essentially circular, proceeding by
Interruption, fragmentation and larger-scale Interlock. The ritual of
the piece, Its secret theatre, is to do, it would seem, with the way in
which cantus arid continuum interact. There are passages of clear
opposition, as at the start or at fig. 38, and there are other Important
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one state to the other and back again that controls and contains the
fundamental oppositions.
Punch and Judy': Passion Aria II
Pr.cedents for the kind of writing observed in Secret Theatre can be
found as far back as Punch and Judy. Take, for instance, one of the
most beautifully lyrical numbers of the entire opera, Judy's Aria
(Passion Aria ii), which occurs in Melodrama Ill (V.S. pp . 119-22). The
specific model Invoked here, by which both music and drama are
contained, Is the formal device of the da capo aria which Is preceded,
as In Baroque opera seria, by a recitative, interestingly this Is the
only da capo form to appear in the entire opera, despite (as noted
earlier) the Baroque-like 'affective' preoccupations of the majority of
the work's numbers. The surface gestures are familiar ones. The vocal
line of the Recitative declaims the text syllabically and is relatively
fast, loud and quirky involving wide melodic leaps; its accompaniment
begins with a tremolando sustained 'cello not. (a gesture perhaps more
familiar from nineteenth-century accompanied recitative) and the ends of
vocal phrases are punctuated by a little repeating musical object In low
wind Instruments. The A section of the Aria consists of a soft, slow,
sustained and meilsmatic vocal melody with oboe damon obbligato and an
appropriate harp and alto flute accompaniment In the pit orchestra. The
B section provides the customary loll to this by being less still and
focussed, so •nabllng the repeat of the A material to appear all the
more tranquil. Both the musical mood and the scoring take their cue
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from the text: •Be silent, strings of my heart'.
The line in the A section of the Aria, Judy's melody, is not as
obviously 'directed' as Choregos's melody in th. Morals but Ii
nevertheless forward moving - in this sense, it Is more like the melody
of Secret Theatre. This movement is brought about principally by its
rising profile: the melody Is led to rest on the final high G but this
is achieved gesturaiiy and through the tendency for large lea ps to get
progressively larger rather than by any kind of conventional voice-
leading. As always with Birtwlstis, even in a melody line, registers
are kept distinct (Ex. 6-11).
A closer examination of this line reveals an unexpected
symmetrical model, a symmetr y which is oniy clearly disclosed by the
final three pitches (Ex. 6-12). ThIs symmetry is not always exact (as
we have seen, this Is not problematic for Blrtwlstle) but given the
propensity for symmetrical organisation elsewhere in the work and the
general air of control about this section, it is not, I would argue,
without significance. However, It is Interesting that in this case a
melody with a degree of forward momentua is contained by a static
(bilateral) symmetrical scheme.
However, this symmetry is confused in the context of the rest of
the music. Most interesting in relation to the cantus of Secret Theatre
I the way In which Judy's line Is supported by the obbligato which
parallels It consistently at the distance of IC 5; more specifically, it
is always either a perfect fourth below or a prfect fifth above the
voice. But this simple organum is clouded by the way in which the
obbilgato is freely decorated so that it does not shadow the voice
exactly, generating a line which Is simultaneously dependent on and
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independent of its doubis. in terms of its contour, the obbligato tends
to mirror (i.e. invert) the vocal line so as to provide interesting
counterpoint yet maintain forward momentum. it almost behaves as if It
were a trope of a cantus firuius - certainly, allusion seems to be made
here to a pre-Renaissarice successive method of composition. Or, as Kl.e
would have It, the main line is accompanied by a form which reflects Its
essential motion, which Is given meaning or motivation by It, and yet
which remains relatively independent. (15]
The accompaniment is different. It consists of two phrases of
eight and six crotchet beats respectively, repeated exactly, with a
'codetta' phrase of six beats tagged on to the end. The pair of phrases
repeat only once because the melody they support has already exhausted
Itself by the end of the repetition and thus cues the closing codetta.
This repeating structure suggests a circular mode of operation in
opposition to the linearity of the melody though, like the melody, each
phrase of the accompaniment has a simple contour - the first rising then
falling in almost syirvnetrlcal, equal halves, the second rising, only
being balanced by the final descending codetta phrase of equal duration.
Apart from general mood and contour, the only specific connection
between line and circle here appears to be a motivic one. The opening
vocal phrase outlines C-Fe-B, a form of set 3-5 (a 'favourite'
coilection, as was seen in RefraIns and Choruses), and the same
collection forms the link between the two phrases of the accompaniment
(Ex. 6-13a) as well as featuring prøminentiy in different overiapping
forms in the second phrase (Ex. 6-13b). It is present also in the
codetta phrase and is a part of the final sustained harmony (Ex. 6-13c).
However, of equal significance ar. the many other horizontal figures
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which resemble the opening vocal phrase but do not form set 3-5: gesture
I, always more Important to Blrtwlstle than rigorous motivic
manipulation. There ars many gestures which outline a seventh or a
ninth and contain one or more of the constituent intervals of set 3-5:
for instance, the upper voice E-B-Eb at the end of the second phrase
(see Ex. 6-13b) or the final descending vocal phrase (2nd time), G-.C.-F.
There Is thus an informal kind of harmonic consistency alongside the
gestural and affective parallels which relate line and circle here but
do not undermine their opposition.
All these features appear more exaggerated In the B section. The
vocal line, though mor• erratic, still seems to suggest a forward motion
and Is again doubled/mirrored at IC 5 by the obbligato, which continues
to decorate Itself as before. Both of these lines show a high frequency
of occurrences of set 3-5 (Ex. 6-14). The melisina on the word 'bridge'
(b. 226) is of particular interest: not only is it a kind of rósumé of
the essential gestures of the Aria, but it also makes a musical and
dramatic connection (a bridge, perhaps?) with Judy's earlier lyrical
number, her Lullaby from Melodrama I (V.S. pp. 10-13), where set 3-5 is
horizontally prominent and the 'bridge' figure occurs almost exactly to
the word ialow' In be 166-7.
Symmetry is now evident In the accompaniment (see Lx. 6-iSa). it
ha. an overall arch shape (suiivnarlsed in Lx. -15b) which Is informally
symmetrical but which, because of the prominence again of set 3-5, mIght
be understood as an augmentation of the brldge' figure. The
organisatlon of its rhythmic values, however, Is precisely palindromic
even though the durations, echoing the arch shape of the pitches, are
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The B section exemplifIes once again a relatively simple structure
dependent on the opposition between line and circle. Ths symmetrical
organisat ion of the accompaniment (the 'continuum'), In the way In which
It turns back on Itself, implies something circular and predictable; the
melodic voices (the cantus'), though riot Inextricably linked, at.
nonetheless In a fixed Intervallic relationship and together seem to
•zprees something linear and more unpredictable. This opposition is
contained by gestural and motivic cross references: the two principal
strata are held In a balanced tension.
A comparison of Secret Theatre and Punch and Judy thus reveals common
structural concerns and methods of working. Ilot only does a notIon of
opposition inform both works, but more specifically the balancing of
linear and circular musics lies at both their centres. The means by
which line and circle are defined and elaborated are strikingly similar;
it is only the ways in which their opposition Is balanced, contained and
interpreted that differ, even though In both cases this takes place In a
'theatrical' context. In certain respects, Secret Theatre is the more
complex work because it has neither the overt dramatic framework of
Punch and Judy to give meaning to the oppositions, nor does it have the
opera's clearly defined block structure and patterns of repetition. its
through—composed nature and the lack of any exact larger—scale
repetItions makes Its form much harder to discern and consequently the
relationship between cantue and continuum is not so immediately
articulated. its moment by moment progress is clear; the map of the
entire Journey, to use Birtwlstie's phrase, Is more complicated.
indeed, the use of the word Journey is misleading beacause it implies a
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definite path from one point to another whereas the work actually
meanders, more like a river or klee's 'line on a walk'. To understand
the form one must examine very closely the constantly changing
relationship (in terms of closeness or distance) between cantus and
continuum: It Is this dynamic notion of form, akin to Varôses idea of
form as process, which gives meaning to the oppositions and which allow.
for the works ritual dimension. Because our understanding of the form.
as we listen, has constantly to be reassessed (the music is not, as It
were, being poured Into some ready-made formal mould), the motivation
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'Carmen Arcadiae Nechanlcae Perpetuum'
Of all Blrtwist Is's works, Carmen Arcadlae Ilechanicae Perpetuum is. on
the composer's own admission, the one that invites the most direct
comparison with the Ideas of Paul Kiss. It is a homage to KIee and the
title of the work, BirtwistIe states, 'Is a titi. he [KIee] could have
Invented'. [1] The oxymoron that finds itself expressed in the notion
of a mechanical pastoral is one that, as we have seen, finds Its origIns
in the Pedagogical Sketchbook where Kiss discusses the operation of both
the regular/geometric and the irregular/natural. The machine and
naturally occurring phenomena co-exist in Klee's drawings and paintings;
regular and mechanical processes exist alongside apparently free and
intuitive techniques in Blrtwlstle's music. Such an opposition lies at
the centre of Carmen Arcadiae Mechanicae Perpetuum and Is outlined by
Birtwistie in his customary brief coiixnents on the piece:
It consIsts of six mechanisms which are Juxtaposed many times
without any form of transition. The dynamics of the piece have a
time-scale Independent of that of the mechanisms, creating an
Independent dynamic life of their own. This process is also
applied to the registers of the piece. [2)
In other words, he seems to be suggesting that once the pitch (or,
indeed, pitch-class) and rhythmIc material has been set In motion. It
composes Itself out while, on to this process, the dynamics and
registers of that material are 'hand crafted' in an intuitive and
Intentionally oppositional way.
There is an obvious model In Klee for Blrtwlstle: the painting.
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The Twittering Machine (1922). which represents four mechanical birds in
a strangely coloured landscape. [3] It is a picture that Is at once
enigmatic (ther. seems no obvious connection between the birds, the
arrows and exclamation mark which pierce them, and their context) and
humorous (how will the birds behave when the handle Is turned?). The
machine Is a quirky fusion of the mechanical arid the natural.
Birtwistie admits to six rather than four 'creatures' In his twittering
machine and I do not think it iS too fanciful to suggest that the sounds
with which the ensemble begins represent the chirrupings of a rather
peculiar mechanical menagerie. Birtwlstle's Carmen, with its constant
stopping and starting, Its unexpected JLlxtaposltlons and repetitions,
and its extremes of scoring and d ynamics, is not without humour either.
The lnfiuence of Stravinsky Is also apparent, Indeed,
Stravinsky's concern for both the natural and the mechanical, as
explored at length by Daniel Albright, aligns his work In a fascinating
way with both that of Klee and Blrtwlstle: 'the deep equivalence of the
natural and the artificial ... in the dance artifice and nature are most
Intimate, as if each were the culmination of the other 4 . [4]
Stravinsky's opera, The Nightingale, Ii the most obvious link between
Carmen and The Twittering Machine, in Its treatment of the story of how
the Emperor of China confuses the song of a mechanical nightingale with
that of the real thing - though there is no evidence to suggest that
Kise was familiar with Stravinsky's musical fairy tale, nor that It was
a specific model for Birtwlstle. Ii.vertheiess, the music for the
mechanical bird, along with the structural influence of works such as
the Symphonies of Wind Instruments and Agon, clearly lie behind Carmen
Arcadiae Mechanicae Perpetuum. Parallels might also be drawn with the
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music of Ilessisen, in a work such as Chronochromie. where the natural
phenomenon of the birdsong Is placed, as with Carmen, in the context of
highly repetitivs and block-like musical structur.s.
All the comentators to date who have chosen to writs about Carmen
Arcadiae Mechanlcae P.rpetuum - and none has written mon than a few
sentences - have been happy to reproduce Blrtwist is's statement about
the work's structure in terms of the Juxtaposition of six kinds of
musical mechanism. None has attempted to identify these six mechanisms,
nor has any demonstrated their large-scale organlsat Ion or how they
interact with the independent dynamic and registral schemes. [5] Even a
casual glance at the score reveals that the situation Is nowhere near as
straightforward as the composer might wish to suggest. Though the music
is composed in discrete blocks separated, usually, by refrain-i ike
sustained notes or chords, some of the mechanisms are altered quite
radically during the course of the piece, so much so that it is often
difficult to discern the connection between later musical blocks and
their originals. Even in the earlier stages of the work, It is
perfectly feasible to be able to Isolate seven groups in terms of
pitch/rhythmic material and the ways in which that materlai is
processed. Nevertheless, assuming that the composer was correct in his
assertion about the work's structure (though there is no necessary
reason to suppose that he did get it righti), it is certainly possibi.
to discuss It in terms of the near-even distribution of six musical
ideas across the work, as sunviarlsed in FIg. 7-1.
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The confusion over whether there are six or seven separate mechanisms is
located principally in the music which starts and ends the work (compare
from b. 2 to fig. 1 with fig. 19 to the end). These musics are quite
different. The first music divides the ensemble into four separate
strands - woodwind, brass, string quartet and marimbaphone & double bass
- distinguished by their rhythmic groupings. The motion of the whole Is
governed by a constant triplet semiquaver pulse at crotchet - 120. ThIs
metronome mark occurs only twice In the piece, the other occasion being
an obvious reworking of the opening material (at fig. 9). The last
music organises the entire ensemble homorhythmically with a highly
distinctive pattern of a pair of triplet quavers followed by three
quavers at the slower rate of quaver - 184. This Is th. only occasion
that this specific metronome mark Is used but it is, of course, the
equivalent of the frequently occurring crotchet - 92. The only evident
progenitor for this final material is a passage which occurs between
fIgs. 11 & 12 which has more wldeiy divergent pitch mat.r ii but a
similar rhythmic organisatlon, dividing the 5/8 bar into three triplet
quavers and three quavers. The metronome mark here is the only other
one to occur In the work, namely quaver - 168. There is no significant
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relation between these tempt, which can be •xpr•ssed in whole numbers in
the following way:
quaver - 168 : quaver - 184 : crotchet - 120 (quaver - 240]
21	 23	 :	 30
Thus, I would argue, the initial Intention is that these musics should
sound very different; certainly, any connection between the 6 bars at
fig. 9 and the 11 bars at fig. 11 Is difficult to discern iuvnedlatety.
However, there is perhaps a greater similarity between these
sections than there is between other clearly defined sect ions of the
work and, It could be argued, a link Ii forged between first and last
statements which act as a gestural frame. Despite the surface rhythmic
disparities, these sections would appear to be linked by the mechanism
that operates on their pitch materials. Each individual voice concerns
itself with the rotation of a set of three or four pitches contained,
usually, within the interval of no more than a fourth. This high level
of repetition of pitch material, combined with the relative regularity
of the rhythmic organisat ion, makes for a highly distinctive yet
'ststic music, it is static in the sense that it Is completely
undirected and the music simply breaks off, the rotations stop, when
each section as a whole has filled Its allotted durational span. Thus,
though the space occupied by •ach of these musics is quIt, different
(the opening music is built of a 0—bar block which repsats luwnedlately
only once; the closing music, once It settl.s down' Is built of 1—bar
blocks and repeats Iwvnedlateiy many times), the pitch and rhythmic
mechanisms ar. decidedly similar and so, for the purposes of the overall
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structure, can be seen to be variants of the same Idea.
If this is so, It might then be possible to demonstrate
connections between the opening A material and other sect ions of the
music. For Instance, there might be links with the way in which pitch
material is processed In what I have labelled block £. Then are in the
sense that a number of the strands here (see, for example fIg. 4)
display a similar kind of pitch rotation and repetition to that found in
block A. However, the material here is more divers. - for instance, the
line In the piano L.H. which rapidly exposes lii 12 notes of the
chromatic, and the change of rotational patterns for the 2-bar 4/8
section — and rhythmically it Is not at all clearly characterised,
despite the constant semiquaver pulse. voices do not move
homorhythmlcaliy although, inevitably, there Is a certain degree of
vertical coordination. This diversity Is more apparent on subsequent
appearances of the material and, perhaps most significantly, we find
that at fig. 9 mechanisms E and A are Juxtaposed, something that would
be unlikely to happen if they were the 'same thing' as it would serve to
minimise the principle of opposition ('non-transition') which lies at
the heart of the piece. Thus, as was the case with block A above, for
the purposes of the overall structure, E should be understood as a
distinct musical mechanism.
The defining characteristIcs of each of the six mechanisms, then,
are given below. The principal Identifier of each block on recurrence
(certainly as far as the listener Is concerned) would appear to be
rhythmic because it is its rhythaic Identity which remains more-or-less
constant across the various transformations of the Material.
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A: Regular pulsation Involving triplet quavers. Rotation of 3
or 4 pItches in each voice contained, usually, within a
fourth's range and together forming a chromatic aggregate.
B: Strands made up of long-short rhytpmic cells - in the first
Instance, Just three types: a)
	
b)	 C) J !'1
The principal strand is usuaiiy shared between a pair of
voices and is contained within the range of a fourth. High
degree of celluiar repetition. Quaver - 168.
C: 3-note clusters In the piano, usually occurring In pairs,
contained within a small lntervai. Sometimes accompanied by
a regularly pulsed vertical sonority and always by an
Irregular horizontal idea. The block is never repeated
exactly.	 Crotchet - 92.
D: Homorhythmlc motion employing a variety of rhythmic patterns
(with durational values from sextuplet semiquavers to
triplet crotchets) and each strand often covering a wide
intervalilc range. On 2 out of its 3 appearances It is
accompanied by a descending Idea in longer note values. As
with block C, this block is never repeated exactly. Quaver
- 168 (except at fIg. 3 where crotchet - 168, the only time
this mark occurs. Possibly a mistake). *
E: Pitch rotation and repetition as In A. However, material
more diverse and contains non-rotational chromatic elements.
Voices are not generally vertically coordinated and although
there Is constant semiquaver movement there Is no regular
rhythmic patterning. Quaver - 168.
F: Distinctive homorhythm I c patterns made up of straight and
triplet quavers and semlquavers. Each indIvidual strand
fills out chromatically the Interval of, usually, a
perfect/augmented fourth but without any regular rotation of
pitches. The resulting parallel movement of voices (often
within a consistent containing outer Interval) gives the
Impression of a kind of chromatic organum. Crotchet - 92.
* NB Elgar Howarth and the London Sinfonletta in the recording of the
work (Amsterdam: Etcetera, 1987) read this as quaver - 168.
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One interesting feature to emerge from the above descriptions Is the
role played by tempo (metronome mark) in defining the mechanisms. With
the exception of block A, whose role In any case would seem to be rather
different from that of the other mechanisms (see below), material
returns on each occasIon at its initial tempo, I.e the music articulates
a clear distinction between crotchet - 92 and quaver - 168. However,
there is no relation of significance between these tempt: as seen above.
they are in the ratio 23:21. In keeping with Birtwist Is's desire for
there to be no form of transition In the work, tie seems to be maxlmising
the opposition between them. This is in contrast to Carmen's most
obvious antecedent, the Symphonies of Wind Instruments, where the blocks
of very different material are related by three tempi in the ratio 2:3:4
(Tempo ii Is half as fast again as Tempo I and Tempo Ill is half as fast
again as Tempo ii). Slibury Air, written earlier In the same year as
Carmen Arcadiae Mechanlcae Perpetuum, displays similar concerns. In
many ways, Silbury Air Is close to Carmen in its preoccupation with
pulse, In Its structure formed from musical blocks, and in its Kiss-like
origins:
I have often alluded to my music of landscape presenting musical
Ideas through the juxtaposition and repetition of 'static blocks'
or, preferable in my terminology, objects; these objects
themselves being subjected to a rigorous invented logic via modes
of Juxtaposition, modes of repetition, modes of change; the sum
total of these processes being a compound artificial landscape or
'imaginary landscape', to use Paul Kiee's title. (6]
The score is prefaced with what Birtwistie describes as a 'pulse
labyrinth', a series of stepped charts which show the relationships
between metres and metronome marks, a background means of regulating the
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'metrical modulations' In the work.
No such metrical modulations are possible In Carmen. However1
there does appear to be a kind of logic governing the nut lv.
proportions of sections. Fig. 7-2 shows the sequential distribution of
mechanisms A to F along with their metronome marks and durations
expressed In quaver beats. What Is apparent at the beginning of the
work is what might be termed • proportionai modulation'. Each section of
the first four sections, despIte their distinct differences in tempi
(and, If the crotchet - 168 at fig. 3 is to be believed, there are four
separate tempi for as many mechanisms), Is of the same relative length,
I.e. 36 quaver beats long, whatever the actual duration of the quaver
unit. The number 36 also governs the length of many of the other
sections in the Initial part of the work and, Indeed, multiples of 36
provide for the structure of the entire first part of the work up to the
entry of A material in the form in which it Is eventually to conclude
the piece (i.e. at fig. 11, with Its distinctive new rhythmic
patterning, at Just over the half way point). This indicates the
importance of proportion as a structural device. It is not the
constituent mechanisms in themselves (because they will continue ad
Infinitum, like the eponymous perpetual motIon device, until stopped by
some external force), nor even their Juxtaposition, which is of
significance, but the relative durations of sections and the ordering of
those Juxtapositions.
After the entry of the A mechanism at fig. 11, the proportions of
sections In the rest Of the work seem to take on a different, less
regular, less predictable character. The durations of section. also
become more variable and, generally, longer. The final A block is by
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far the longest section in the work. This suggests an assessment of the
A material in terms of a Stravinsky-like signalling' role. its
appearance at the beginning and end of th. work, albeit In quite
different forms (arid perhaps reflecting their differing functions), of
course gives it privileged status; but its appearance at fig. 11 would
also seam to signal a structural change, i.e. the brisk u p of the
relatively reguiar proportional patterning so far •vldent, and thus
divides the whole into two more-or-tess balanced halves. This sense of
a change, or at least of starting again and reviewing ideas already
presented, is enhanced by the return of the sustained pitch F. in the
trumpet at b. 8 of fig. 11 and continued into the pause refrain bar, a
single pitch whose only other prominent appearance is at the beginning
of the work at the same pitch level. The function of the compressed
statement of A material at fig. 9 Is less clear although it may be of
significance that the exact halfway point, in terms of quaver beats, of
the metrical material occurs almost precisely at the dividing point of
the two 18-beat portions of this section (beat 615 of 1227).
It is obvious from the foregoing discussion that distinct blocks
of musical material are Juxtaposed In such a way as to maxlmise their
opposition. This would suggest an almost 'static' structure where there
is no sense of development or direction. Certainly, as the composer
suggests, there is no transition from one block to the next; continuity
is, of necessity, locally disrupted. However, there are evidently
iarger-scaie connections across appearances of the same mechanism arid
although 'development' would be an Inappropriate ter. for the way In
which the material Is handled, Its reworking is in keeping with
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number of different angles. Such an approach allows for controlled
change without necessarily Implying the linear continuity of
development. Perhaps then an appropriate way to approach this
analytically would be to assess the work's structure In relation to
Cone's categories of stratification, Interlock and synthesis.
The stratification in the work is clear and is set out in
Fig. 7-3. The organisat Ion of a work Into musical strata, is we have
seen, Is an on-going concern of Birtwlst lee - at It most elaborate In
Earth Dances - and It again brings to our attention the fascinating
parallels between structural aspects of the music of Stravinsky and
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The stratification of musical layers is, of course, made apparent by the
distinct separation of material and the interruption of one mechanism by
another. On the surface, the separation of musical areas appears even
more complete than In the Symphonies of Wind Instruments; there Is not
in any obvious sense, as Cone discovered in the Symphonies, '[l]n almost
every case ... at last one element of connection between successive
lovels'. [73 However, the difficulties evinced abovo In Identifying the
particular stratum to which certain Ideas In Carmen belong attests to
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the fact that .ven in this work connections do exist across boundaries.
The similarities between A and £ have already been noted, and there are
many other examples: for Instanc•, the us. of irreguiar' (i.e. non-
rotational) three-note piano clusters in A at fig. 9 might suggest link.
with C; D at fig. 14 has the typical rhythms of Its mechanism but 2-
voice writing in trumpet and horn more characteristic of B; arid it Is
quit, obviously £ at fig. B but nevertheless it includes the pulsed
vertical chords more readily associated with C. There seems to be a
general tendency for Individual Identities to become merged as the piece
progresses. Moreover, Ic 5 (usually in the form of a perfect fourth)
appears to have a roie to play that cuts across the divisions of
sections: It is a dominant feature of most mechanisms, whether it be as
a melodic Interval, a range within which a ilne moves chromaticaily or
an agent of harmonisation' (quasi-organwn). This is to suggest neither
a transition between areas, nor any kind of motivic background uniting
the foreground diversity, but simply a coirmon element which is worked In
diverse ways (another Instance of viewing the same object from different
angles).
when the action in one area is suspended, the listener looks
forward to Its eventual resumption and compiet Ion ... The delayed
satisfaction of these expectations occasions the second phase of the
technique: the Interiock. (8] The kind of 'supra-sectional' continuity
Cone identifies in the Symphonies Is also apparent In Carmen but In a
different way . The Interlock between successive statements of A, for
instance, has already been alluded to. A-2 (fig. 9) is a compressed
version of A-i (it Is half the original duration) where the processing
mechanism and pulsation is the same but the material on which it
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operates Is altered slightly and Its vertical co-ordination is not so
clear, as well as incorporating (as noted above) piano trichords derived
from C. A-3 (fig. 11) continues this diversification by disrupting the
even triplet pulsation to produce a new but equally distinctive rhythmic
grouping whose definition grows as the section proceeds. The process
Is, however, Interrupted and doe, not find it, fulfilment until A-4
(fig. 19) which quickly settles into the routine of bar-length
repetitions to which all the A sections seem to have been aspiring.
This i. the most stable and most predictable music of the entire work
which might account for Its duration being the longest of the work.
The inter lock of some sections Is obvious. F retains a strong
identity on each of its appearances: it proceeds by an accumulative
process and gets progressively longer. The transformations of D, on the
other hand, are much more profound where one instance of the mechanism
of fers only a very partial glimpse of the whole object (which Is never
fully revealed). Thus, the processes of interlock vary greatly from one
musical mechanism to the next. There is not the large-scale linear
continuity across the Interruptions as Cone found in the Symphonies but
instead a variety of different connections, some of which do suggest a
kind of linearity, others of which are more circular.
Synthesis Is the least apparent feature of the processes in Carmen
Arcadlae Ilechenicee Perpetuum. For Cone, 'some sort of unification is
the necessary goal towards which the entire composition points, for
without It there is no cogency in the association of the component
areas. [9] in the case of the Symphonies of Wind nstruinents, this
'synthes is ' (In the sense of balancing - see the discussion in Chapter
3) is brought about by the long, final chorale. Despite a number of
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factors which might suggest a process of 'synthesis' towards the end of
Carmen (e.g. the apparent linearity of mechanisms such as A and F, the
progressive lengthening of sections In preparation for the final
sect ion, the gradual incursion of layers of material from one mechanism
into another stratum), there is no obvious convergence of Ideas and the
mechanisms remain in play' to the doubl, bar (indeed, be yond It as the
final cadence only calls an artificial halt to proceedings).
Gesturally, the long final statement of A behaves like some kind of
concluding section (In keeping with its signalling role discussed
above), and the extended refrain passage which precedes it has the
sustained qualIties one might associate with a chorale, but otherwise
there is no resolution or coming together at this point.
Although the composition has pointed to some sort of temporary
goal, this does not mean that the unification which Cone so desires is
not present, and that the work thus lacks cogency. 'Some sort of
unification' Is achieved by keeping all the constituent components In
meaningful opposition by means of the kind of proportional schemes
examined earlier - Its rules of containment. The overall form Is given
in Fig. 7-3 by the patterning of the juxtapositlons of sections: a wave
shape Is revealed which involves a typical Birtwistle reversal towards
the end. There is no synthesis in a tonal sense but then neither is
there in Stravinsky. Rather, we are left with a formal situation
strikingly similar to that of the non-synetrIcal balance discussed by
Kiee in the Pedagogical Sketchbook where an equilibrium of unequal
elements Is established, the balancing and proportioning power of eye
and brain that regulates this expansion of the object toward equilibrium
and harmony'. (10]
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A further feature Cone Identifies In the Symphonies of Wind
Instruments is a passage he describes as a bridge and which Is a device
for altIgating the starkness of the opposition between strata'. It
does not serve the function of a transition between sections but instead
Is 'an area with a life of its own ... Although acting as a bridge in
the ismiediate context, it reaches forward to Its next appearance In the
interlocking pattern'. Cli] The refrain-like section. of Carmen would
seem to behave in a similar way. in no sense do they act as transitions
between one mechanism and the next but they do 'mitigat. the starkness
of the opposition' between them, signalling the end of one and the
beginning of the next. Although, like many of Blrtwlstle's refrains
(see, for instance, the discussion of Four Songs of Autwnn in Chapter 8
below), they stand temporally and gesturally outside the main sequence
of oppositions, they do nevertheless belong: indeed, they set u p another
parallel stratum In the work. The refrains belong in the sense that
they too show a certain predilection for IC 5 - most apparent from the
start until fig. 8 and particularly in the slow motion In fifths before
fig. S (although note how perfect fourths or fifths sometimes become
augmented fourths or diminished fifths, providing rough •dges to an
otherwise predictable pattern). But successIve statements of the
refrain Interlock across the work to form a stratum which is seemingly
far more continuous than any other. Each refrain is made u p of a
sustained note or chord and, sometimes, an acclaccatura figuration. A
summary of the stratum of sustained notes and chords is given In
Ex. 7-1.
The refrains, then, engender a sense of continuity. This Is
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with the main sections of the work arid make connections despite the
oppositions between the mechanisms. A clear example Is to be found at
the beginning of the work. A sustained perfect fourth, Ce-F., in
trumpet and horn forms a bridge not only between the two •xactly
repeated statements of A but also between A and B with which it
overlaps, forming a second distinct stratum for 6 of the 12 bars of B.
The interval then proliferates Into a sustained wind hexachord at the
start of C (there is no pause-bar refrain separating B and C); the F. is
picked up again at the end of the section to form a bridge between C and
D. The earlier Ce-Fe dyad in trumpet and horn returns to form part of
the acciaccatura figures which punctuate the refrain that links 0 and E.
A similar connecting role is played by low sustained pitches (usually C
and Bb) in contrabassoon, trombone and doublebass towards the end of the
piece (from about fig. 14) which eventually opens out Into the
prolonged, climactic refrain section before fig. 18- a sequence of
twelve sustained chords with acciaccaturas. By this stage it seems
almost as If the refrains have become another mechanism in their own
right. indeed, at times the refrain stratum is a dominant element even
in the main body of the work - see, for example, the sustained chord in
strings and wind in F at fig. 10.
The continuity provided by the refrains, however, Is an artificial
one. There is no apparent logic to the large-scale connections made and
though they give a sense of linearity as shown above, this is highly
contextuai/referentla and certainly could never be demonstrated by any
kind of voice-leading technique, however adapted or compromised.
Nonetheless, their essentially Still, non-rhythmic yet connected
character forms another fascinating opposition with the highly rhythmic
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juxtapositions of the other strata.
A brief word about the dynamics and r.gist.rs of the p1cc.. Both
cover an extreme range from pppp to ft If and from the lowest register of
the contrabassoon to the highest register of piccolo and violin.
Crescendos and dimlnuendos are rare - in fact, there are only two
obvious examples: In the sustained, trilled (refrain) chord at fig. 10
simultaneously with F material in piano and marimbaphone; and in the
final extended refrain passage. For the most part, as with the
pitch/rhythm strata, dynamics are Juxtaposed without any form of
transition. Sometimes this happens in blocks, as at the very beginning
where the initial ft 6-bar statement of A is repeated pp, and sometimes
very rapidly, such as at the return of A material at fig. 9 where almost
every triplet quaver beat has a different dynamic level selected from
ppp, p and mi with regular ft piano chords on every third beat. There
Is no consistent deployment of dynamics across interlocks, confirming
Blrtwlsties claim that they operate independently of the mechanisms
themselves. Indeed, the changing dynamics help to piace the repeating
mechanisms in new contexts, yet a further example of the means by which
objects are reviewed from constantly changing perspectives. (12] Note
how, for exampie, the dynamics (along with the register and scoring)
bring a new perspective to block F at fig. 17 by picking out triplet
quaver pairs which then seem to take on a life of their own. However,
dynamics are used to differentiate between a mechanism and the refrain
when they sound as simultaneous strata -see, for instance, fIgs. 2 and
10. Though conentators have reiterated Birtwistle's assertion that a
separate dynamic scheme is in operation without giving details, It Is
not, It seems to me, a highiy ordered scheme - at Icait, I cannot
-307-
discover the key, if there Is one, to Its logical organisatlon; rather,
Its function is to Impose a different order of continuity on to the
juxtapositions and repetitions.
The same is true of th. registrai scheme. As with the dynamics.
Birtwlstle has had a free hand in deciding on changes in r.glet.r for
subsequent appearances of the same material thus giving repetitions a
distinctive character. A comparison of any successive statements of
Interiocking mat.riai will r.veai this. However, as suggested senior,
register would appear to play a mor. significant and consistent role in
the appearances of refrain material. The important referential F.
always occurs at the same registral ievel; continuity across the refrain
statements towards the end of the work is achieved because reference is
made to the same specific pitches and scorings. This supports further
the refrain's bridging role.
Carmen Arcadiae (echanicae Perpetuum thus provides us with a relatively
concise iiiustration of Dlrtwlstie's musical and structural
preoccupations. Furthermore, the parallels it evinces between the
theoretical ideas and paintings of Paul Kiee and the music of igor
Stravinsky suggest useful contexts within which the work can be
discussed. its principles of opposition are clear but it quickly
becomes apparent that these oppositions are mon than the simple
juxtaposition of musical mechanisms as implied by the composer's own
note on the work. Carmen Arcadiae Mechanlcae Perpetuum Is not merely a
sophisticated kind of clock which, once wound, will continue to behave
perfectly predictably until its energy is exhausted. The mechanical
dimensions of the music are given a new perspective by Its non-
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mechanical aspects, its Intuitive or unpredictable tsatur.s, and sri
contained by carefully worked out proportional schemes. Just as with
KIse and Stravinsky, Birtwistle's Carmen is striving for balance where
its many contradictory •iements irs held together In a meaningful but
non-ayntheslslng context. it defines its own rules simply and clearly.
Thus the music is made coherent without necessarily unifying all aspects
of Its structure. The function of analysis, even the essentially
poietic kind of analysIs demonstrated above, is to attempt to •lucldate
those rules - not Just to show 'how the work was composed' (which, If
sketches were available or the composer wer, more forthcoming, might
quickly be revealed), but to place It In a broader interpretatIve
context. For music such as this, where no one analytical technique In
itself can be consistently or meaningfully applied, the perspective
offered by modernist models from music and the visual arts is of great
value In providing a flexible framework for discussion.
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NOTES
1	 Prograimie note quoted In Michael Hail, Harrison Birtwistle, p. 177
2	 IbId.
3	 Dii drawing (traced) and water-colour on paper In the Museum of
Modern Art, New York
4	 Daniel Aibright, Stravinsky: The Music Box and the Nightingale,
PP. 4 & 8
8	 See Andrew Ciements, 'Harrison Birtwlstl•. A Progress Report at
50'. MusIcal Times, Vol. 125, March 1984, pp. 138-9; Clements,
liner note to th• CD recording of Carmen Arcadlae Nechanicae
Perpetuum (Amsterdam: Etcetera, 1987), KTC 1052; Hail, o p . cit.,
p . 96
8	 Preface to the score
7	 Edward T. Cone, 'Stravinsky: The Progress of a Method', p. 19
8	 Ibid.
9	 IbId., pp . 19-20
10	 Sibyl Moholy-Nagel in the Introduction to Paul Kiee, Pedagogical
Sketchbook, p. 10 - see Chapter 4, note 48
11	 Cone, op . cit., p. 20
12	 Though there are many such instances in Birtwlstle of the constant
being placed in a changing context (the fixed, repeating melodies
in The Triumph of Time, the trumpet material in Endless Parade,
and so on), the most interesting comparison in this case is with
the brass ritornelios in Verses for Ensembles.
	 The music remains
fixed on the printed page but, In performance, it is always
changing because the players make choices regarding routes through
the music, mode of attack, use of mutes and dynamics independently
of the way the rut of the music Is progressing. In the case of
Carmen, the composer has made the decisions about dynamics !




'Four Songs of Autumn'
In November 1987 I set out to writ, a piece for the Sinfonietta's
birthday. It was to have been an arrangement of my piece for
clarinet and voice, Deowa. After three weeks' work I realised that
I would not be within light years of being able to complete It and
the project had to be abandoned. So in a fit of melancholy I
wrote these four songs for soprano and string quartet. (1]
Though brief, the Four Songs of Autumn display many of the
characteristics that have become consistent features of Birtwlstle's
music since his earliest published works. In their contemplative,
melancholic mood, they may appear, on the surface, to be very different
from the 'dramatic' works of the 1960s (Tragoedia, Verses for Ensembles,
Down by the Greenwood Side, etc.), yet there are idea. here in common
with the softer moments of Punch and Judy (the Morals, Judy's Aria - see
Chapter 6) and the musical mechanisms of, say, the Chorale from a Toy
Shop. The relationship of these songs with Blrtwist Ic's music of the
1970s Is more readily apparent, the idea of the processional again being
to the fore, and works of the 1980$ such as ...agm..., On the Sheer
Threshold of the Night and Earth Dances have each ieft their mark. Most
obviously the centring of the music around the note E unites these songs
with a stream of pieces from The Fields of Sorrow to The Mask of Orpheus
and (along with the notes D and F) Secret Theatre.
The pItch-class E is a constant presence In the songs with the
exception of the two notes at the beginning and the three notes at the
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end which frame the work. It is Introduced in the cello and, In the
course of the songs, gradually works Its way up through the instruments
of the quartet, an octave at a tim.. (Tb. solo soprano remains outside
this process). Indeed, each song is characterised by a unique E pitch
level, Individually coloured. This musical layering is not only
confined to that voice carrying the E. At the end of •ach song. just as
the E moves up a voice', so does everything SI.. (see Lx. 8-1): the
Instrument carrying the E hands It on to the voice above It, above which
sound the pitches D and F. above which again sounds a further
reinforcing D. At the end of the next song, these Ideas are simply
rotated; similarly, at the end of the third. The exchange of
instrumental roles thus has an Important cadentiai ('refrain') function.
In the abstract, the D and F can be regarded as embellishing upper and
lower neighbour note, to the E; the actual situation Is more complex
than this because the pitch levels, and hence the relationships between
pitches, change on each occasion. However, for the moment, let us say
that, by Its very insistence, the E acts as some kind of centre to the
music, a focus or axIs. To be able to look at the same musical 'object'
from a number of different viewpoints has been an ongoing concern in
Blrtwistle's music and the way the cadent lal Idea is composed out here
Is a further example of this.
It Is not just the pitch evei of the E that changes in each song:
Its articulation also becomes more Involved as the piece progresses. It
appears first as a long, sustained pedainote In the 'cello - an
unchanging object In terms of pitch, dynamic level (pp) and absence of
rhythmic articulation.







1irtwistie, t'our Songs of Autuin, 'efrain'
Ex. 3-2
Birtwistle, Four Songs of Auturnn
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but then iumiediateiy adopts a rhythmic character even though, as before,
the dynamic level remains a constant pianissimo. Its rhythms consist of
a combination of dott.d semiquaver notes and demi-sesiquaver r.sts,
•ither alternating or in pairs, within the 3/8 time-signature. This
inevitably involves a high degree of repetition, certain patterns and
whole bars occurring a number of times - though never exactly the same
since Birtwistle takes care to vary the bowing on each repetition.
The third song has the E in violin 2 (b. 29) and It takes on
seemingly more complicated rhythms built from combinations of
semiquavers, quavers and dotted quavers In units of •ither 6 or 8
semiquavers' duration. in actual fact, the rhythmic structure here Is
highly repetitious and consists of Just two patterns where the second is
a varied form of the first (Ex. 8-2). AgaIn, identical repetition Is
offset by varying the time-signature so that no pattern Is notated the
same way on any two occasions. The crescendo and diminuendo markings
(still within an overall pianissimo) serve to delineate each durational
unit; furthermore, the bow markings are always the same and correspond
to the dynamics I.e. two 'upbeat', u p bow semiquavers, crescendo,
followed by the 'downbeat', down bow portion of each unit (either 2
quavers or 2 dotted quavers), diminuendo.
in the final song, the E passes to violin 1 (b. 49). It is played
this time on an open string and Is articulated in guintupist
semiquavers. However, a second double-stopped voice is idded to
embellish this E with semitone neighbour note motion syuivnetrlcaily
either side of It. It is a highly regular pattern. The rhythm is never
varied; the accent always falls at the beginning of each group of
semlquavers. Plot only is the pitch syimnetry •xact, but so is th. manner
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in which It Is exposed I.e. a 6 quaver glissando descant to Di and
return to E (pp - mp - pp ) mirrored by a 6 quaver ascent to F and
return. As on every other occasion, the £ stratum Is made to be
independent of the music surrounding it; what is interesting here is
that this line now separates Itself temporally from the other players
and the soprano - Its new quaver - c. 100 marking continues irrespective
of the quaver - c. 54 which has so far control lid the whole piece. This
'mechanism' begins to wind down only when the main body of the music has
slowed; it Stops simply because the rest of the music has done so.
Thus a progression can be discerned with regard to the course of
the E through the four songs. The higher this pitch moves through the
Instruments of the quartet, the greater the degree of regularity there
is to its rhythmic organisat ion i.e. a progression from no rhythm at all
(song 1) to a highly regular rhythmic structure (song 4).
The progress of the pitch E through the quartet is, in some
senses, what the songs are about'. As has already been suggested, the
small musical events which stand either side of this form a frame for
the work, a kind of prelude and postlude. But do they function as such?
For obvious reasons they remain outside the main argument: the soprano
is silent; their tempo marking is different; only one voice is moving;
their dynamic levels are softer than what they precede or follow.
indeed, the composer's Instruction that the players should 'freeze
playing positions for first entry supports a reading of the cello
opening as prefatory; similarly, the •lI.nt players are instructed to
hold their bows still, In mid—air, at th• end. In terms of theatrical
gesture, prelude and postlude are thus related to the cadential Idea
where the silent players also suspend physical movement and which,
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formally, stands outside the main course of the work, I.e the songs
themselves.
What, then, connects prelude and postlude with the music they
surround? As has already been observed, these are the only occasions in
the songs when the pitch E is not heard to sound. However, in abstract
terms, the pitches of prelude and postlude begin or continue the process
of centring about E. The cello pedal E of the first song Is approached
from below by Ce and Dc, an obvious connecting motion Cs.. Lx. 8-3a).
Furthermore, the [0,1,3] motif it exposes appears to havi a degree of
motivic significance In the rest of the piece (as perhaps one would
expect of material presented in a prelude). Certainty the pitch classes
of the cadent ial Idea, to which, as we have seen, It is formally
related, also form an [0,1,3) cell.
The high £ of vIolin 1, which dominates the final song, is quitted
in like fashion: as the upward progress of the E in the work was
anticipated by the rising motion to the initial cello E, so the upward
motion Is continued through G and Lb to F. The new pitch-classes here
(F and C) also form an (0,1,3) cell with the £ (assuming, for the
moment, that the opening 0. and closing Lb are enharmonically
equivalent). Taken together, the prelude and postlude are arranged
synmetricaliy around the pitch-class E that dominates the body of the
work, thus further supporting their framing role (Lx. 8-3b).
Of course, the actual reglstra positioning of the pitches
disguises these sylmMtries: the prelude and postlude have to be seen to
be working outside the main argument of the piece, acting as some kind
of formal markers. Certainly the final violin statement puts an end to
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conclusion of each song. Furthermore, the notes given to cello
(prelude) and violin I (postlude) serve the function of opening up the
musical space, defining the musics operational framework, I... the
piece begin, with its lowest note and •nds with its highest. This
generates a situation where the actual centre of sy.netry is not now an
E but an A (see Ex. 8-4a). This would appear to hay. litti. bearing on
the way in which the music has unfolded, although It might be noted, In
passing, that the final vocal phrase Is centred around this very A (see
Lx. 8-4b).
Apart from the fact that E Is at the centre of the music due to
its constant reiteration, what evidence Is there to support a reading of
E as a constant literal centre of sylTinetry? The clearest example of
this kind of organisation is to be found In the vocal line of the third
verse. For the first time, a pitch in the vocal line has been doubled
at the octave within a song - here the octave Bbs. The reason for this
is that the line is arranged around the (absent) centre of eynxnetry, E,
with the Bbs representing the tritonal polar extremes (see Lx. 8-5).
However, this E is an octave higher than the Insistent E in violin 2.
Furthermore, the actual centre of syirxnetry of this song as defined by
the Instrumental registral limits is the Fe a tone above the violin 2 E,
not the E Itself. [2] A closer examination of the organlsat ion of this
third song will help to decide if these •ymetr es have any bearing on
its structure.
The rhythmic regularity of the violin 2 lIn, has already been
discussed. This regularity is also apparent in the other three
instrumental lines which, as In song 2, play in rhythmic unison.
Indeed, Just as in violin 2, only two patterns are in evidence here, one
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a variant of the other (see Ex. 8-6). The two schemes, i.•. in viol In 2
and in the rest of the quart.t, appear to proceed independently. The
vocal line, for the first time, demonstrates a cl•ar temporal
relationship with the instrumental writIng: It too has a regular
rhythmic pattern of a demi-seiniquavor upbeat followed by one or two
notes of either 9 or 11 doml-semlquavors' total duration. Furthermore,
the comencement of each rhythmic cell always coincides with the thr•e
note pattern In violin 1, viola and cello, the vocal demi-semiquaver
acting as some kind of anacrusis. In all three of the constituent
elements of this song a similar overall shape can be seen: the two
patterns In violin 1, vIola and cello are grouped in an overall ABA
scheme; the two vocal patterns are also grouped according to an ABA
scheme; and the rhythmic patterns In violin 2, though not quite so
obviously organised, can also be seen to operate within a larger ABA
scheme (FIg. 8-la).
Fig. 8-la: Rhythmic Patterning in Song 3
Voice	 :	 aaabbbaaaa
A	 B	 A






The ABA shapes of the voice and the trio clearly coIncide; the
patterning of the vIolin 2 £ Is only approximately coordinated with
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this. However, by orgarilsing each layer In a similar rhythmic way, I.e.
with the shorter form of •ach durational pair constituting each 'B'
section, an element of formal coherence is achieved In that the song
undergoes a degree of compression towards and expansion away from Its
centre of bilateral (durational) s ymmetry. The durations of the rests
between each rhythmic unit In voice and trio parts r•fI•ct this
compression and expansion (Fig. 8-ib):
jQ1b:	 a [7) a [7] a £9] b (5] b [5] b (9] a [7] a Ci] a [11] a
I	 A	 I	 I	 B	 I	 I	 A
[integers in square brackets represent rests in units of domi-
semiquavers. The voice has one less unit of rest In each Instance)
Of course, to talk of a 'centre of bilateral synwnetry' is
misleading because the s ynvnetries are not exact In this case. However,
as in much of Birtwistie's music, there is a central turning point, a
moment In a piece when the ideas turn back on themselves and the formal
processes are reversed. Even In a section of a work as seemingly simple
as this such processes can be discerned: exact, total symmetry does
sometimes occur in Birtwist is's work, but arch shapes and quasi-
symmetrical patternlngs such as these (Klee's 'non-symmetrical balance')
are much more common.
In this song, the way the vocal line Is structured appears to take
its cue from the text. in common with many of the texts Birtwistle
chooses to set, it Is the sound of the words as much as their meaning
that is important to him. The English translation of this Japanese poem
is characterlsed by much assonance and alliteratIon. Birtwlstl.
segments the text in accordance with these sound patterns to produce
groups of three words (with the exception of the last):
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I ii	 through the trees
	
Iv	 Autumn has come
	
v	 with trouble and cars
it. simplicity evokes a similarly simple response. Each group is given
a pair of corresponding musical idea. (usually, but not always, a pair
of Intervals) whose Intervallic profils fails then rises on each
occasion. This creates a repeated small-scale antecedent/conseQuent
effect which cuts across the larger ABA design. This is enhanced, In
every group, by the presence of the interval of a whetstone. The choice
of other intervals also goes against the rhythmic patterning In that the
largest (and characterising) interval of each group gets progressively
larger:
uiaJ 3: per 4: dim 5: m16: ml 7
This intervallic expansion is supported by the way in which the pitches
of the line are exposed (see Ex. 8-7): the polar' Bbs appear to be
approached from the centre of synvnetry, i.e. the absent E. Ex. 8-7 Is
not intended to show that any specifically tonal voice-leading Is at
work in the vocal line; indeed, hierarchies exist only in roistlon to
the two emerging chromatic lines. However, It does illustrate the
composite nature of the vocal part and the quite literal centring In
space of the music around the E. The line comes to an end almost as
soon as the octave duplication has occurred. It is in this sense that
It could be seen to be directed: a linear rather than a circular
construct. (It is also inter.sting to not, that Birtwistls chooses to
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Ex. 8-7
I3irtwistle, Four Songs of Autui, Song 3, Soprano
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begin the line, not with the two pitches symmetrically placed about the
central E, which he could well have done, but wIth It. lower semitone
neighbour and upper wholetone neighbour, thus again pointing to (0,1,33
as an important surface motivic slement.)
As far as the harmony of this song I Concerned, the homorhythmlc
nature of the accompanying Instruments Immediately suggests some kind of
vertical chord analysis. if we look at the trichords formed by
vloiin 1, viola and ceiio in terms of pc sets, a pattern emerges as
shown In Fig. 8-2 (Integers refer to the ordinal number of sets In
Forts's list of prime forms whose cardinality is always 3. Reading
horizontaliy through Fig. 8-2 gives the order of the sets in the music).
Fig. 8-2: irichordal Sets In Violin 1, Viola and Cello















A degree of harmonic consistency is apparent In that the song moves from
one harmonic region (using sets 3-3, 3-5 and 3-6 pius 3-8) to another
(using principally sets 3-8, 3-11 and 3-4) and back (with 3-2 now
replacing 3-8). Again an approximate ABA design emerges. If, however,
the violin 2 E is also included In this examination to create pc sets
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wIth 4 members, the picture becomes much less clear. In other words,
though the various strata of the song ar. related in certain formal
ways, they still function independently in other respects; Indeed, the
very invariance of pitch and rhythm in the violin 2 line demands that it
be heard as a separate •ntity.
It appears Impossible, then, to say little mor, about the harmony
of the song other than In term. of vague harmonic regions. There Is
certainly not the same Intervallic regularity In the accompanying voices
as was found in the vocal line: the whoietone, for lnstanc., is not
transferred in any thoroughgoing way. Blrtwlstle appears to be
exploiting the total chromatic fairly freely. However, towards the
centre of the song another feature begins to emerge, namely an
Insistence on the note D (an octave and a tone above middle C). It is
first heard In the viola in b. 37 followed immediately by the soprano
before being reiterated in violin 1 (b. 40) and viola (b. 42). Other
pitches from the vocal line are also picked out by the viola (see
Ex. 8-8): It is as if the viola, assisted by violin 1, is weaving some
kind of informal 'trope' around the soprano line. These moments of
comparative harmonic clarity coincide with the B sections of the various
other arch shapes at work in the song as already outlined: just as the
durations contract and expand again, so the harmony not only moves from
one region to another and back but also shifts from an area of relative
harmonic obscurity to one that is more focussed and back. Furthermore,
the fact that D is highlighted in this way is significant with regard to
the recurring cadential idea where, as already seen, D elaborates the
omnipresent E: the momentary coming together her. of solo and








i3irtwistle, FOLIr Songs of Autuan, Song 3
4	 a.
Ex. 8-9
iirtwist1e, Four Songs of Autunn, Song 1
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harmonic gesture.
By comparison, the harmony of th. first song Is easier to
Identify. Th. static (I.. non-rhyttimicised) naturs of the cello pedal
is ref lscted in the other voices of the quartet. Each line oscillates
within a two- or three-note segment of the chromatic scale. Also these
segments appear to be chosen In such a way as to givi priority to a
harmony built of fourths and fifths (see Ex. 8-9a). A chord is thus
erected above the cello £ which does not move as such but whose members
are inflected by chromatic adjaconcies - a kind of 'fuzzy' diatonicism.
Although the solo soprano line is rhythmically and gesturatly separated
from the quartet, it Ii possible to read this line too as being based
around a chromatically inflected perfect fifth: In this Instance, the
fifth D-A (see Ex. 8-9b). The registrai separation of the high A, with
its Ge lower neighbour note, and the tendency of this A always to fall
to the D or its C. lower neighbour, would seem to support such a
reading. Again, it should be stressed that Ex. 8- gb is intended to
Illustrate locailsed voice-leading and pitch hierarchIes only and not
any larger-scale directed motion.
How, then, are we to bring together all the seemingly
contradictory elements of this analysis? Would such an enterprise be
pertinent here In any case? Traditional theories preoccupied with
synthesis would appear to be useless in a context where mutually
exclusive Ideas occupy the same musical space. In the third song, as we
have seen, there are a number of different layers which proceed
independently: the constant £ In violin 2; the separate rhythmic schemes
of soprano, violin 2 and trio; the antecedent/consequent melodic profile
of the vocal line; the sopranos motion out from an E centre; the words.
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their sounds and their moaning.. And In the work as a whols the
Independence of sach song is contradicted by the registral and rhythmic
progress of the E across them. The linear and the cyclic coexist. Yet,
despite this paradox, the music is not Incoherent. Blrtwistle himself
has likened this situation to Ideas he sees in the world around him, in
relation to The Triumph of Time h. spoke of a foreground procession ('a
(necessarily) linked chain of material objects which have no necessary
connection with each other') in the context of background, recurrent
procedures. [3] In Earth Dances he talked of shifting strata. In the
Four Songs, too, the many strands are held In some kInd of meaningful
balance and it Is the tensions thus generated that give his music its
energy. To try to resolve the paradox would be to deny the music Its
power.
To make sense of this paradox, it is Imperative that the analyst
takes account of the framework within which the many layers of the music
are held, the relationships between layers, not the function of any one
line individually. The external proportions of the work are Important
In defining the music's limits - hence the significance of prelude,
postlude and refrain (cadence) in punctuating the progress of the music
In time. in certain respects, these songs are little different from
Punch and Judy, for instance, a work more than twenty years their
junior, where the various Internal workings of the music are controlled
within a clear external muelco-dramatic frame. Sysmietrles, too, provide
the musical layers of the work with a logic and coherence. They can
operate on every level of structure, governing both large- and small-
scale pitch dispositions as well as rhythmic patterning, without In any
way syntheilslng these different elements.
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Of course, common features can be found amongst the layers which
provide further coherence without detracting from the independence of
each stratum: the approximate coordination of the arch shapes in song 3,
for example, the momentary convergence on D in the middle of this song,
or the role throughout of motivlc Ideas like the [0,1,3] cell. But It
Is the pitch—class £ In its various guises which, as we have seen, is
the work's raison d'etre, offering a new response to an old obsession.
it acts as a centre of focus - at times, a literal centre, on other
occasions, an axis around which the music moves.
NOTES
Programme note for the first performance of the work, a London
Sinfonletta Coniniss ion, given on Sunday 24 January 1988 at the
Royal Festival Hall. The texts of the	 ons are taken from
Bunya Yasuhide The Grasses and the Trees and anonymous poems from
Kolcinshu (translated Into English by Geoffrey Bownas and Anthony
Thwalte)
2	 To make this symmetry 'work', one has to read the next highest
pitch, the C, as the upper limit - for which a case can be made if
one counts the large gap between the uppermost notes as some kind
of 'exclusion zone





By implication, a conclusion is something which serves the function both
of closure and of synthesis and, as such, would seem to be in marked
contrast to the substance of this thesis. Central to my argument has
been a definition of modernism as an aesthetic concept which embraces,
at a fundamental level, a notion of contradiction, or of various kinds
of contradictions, which cannot simply be 'resolved. Where traditional
analytical methodologies have essentially been concerned with the
explication of the structure of a musical work (derived from a
nineteenth-century understanding of aesthetic value) in terms of
wholeness, synthesis and connectedness, I have argued that, in the
context of developments in twentieth-century art, a new analytical
awareness is necessary which acknowledges the validity of opposition as
a central and positive constructive principle that challenges but that
does not necessarily undermine our understanding of what makes a musical
utterance coherent. Thus, a closed and unitary reading of a modern or
modernist work of art is neither truly possible nor appropriate. Of
necessity, any reading must be provisional and, therefore, inconclusive
- that is to say, it should leave open the likely meanings of a work's
structure which might, in any case, point in more than one direction at
once.
The music of Birtwistle, which has formed the focus of this study,
belongs within a clearly-defined tradition of modernist musical thought
stemming from Debussy, Stravinsky, Varôse, Webern and even Satie. What
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connects the work of all these composers - and, indeed, of other
modernists, particularly those in the visual arts such as Klee and
Kandinsky, who have Influenced Blrtwistle's thinking so strongly - Is
not some fundamental, unifying principle such as tonality or
perspective, but a common aesthetic outlook, a shared world of ideas.
Modern art need not be about a single idea; indeed, as we have seen, It
is the 'urge to fragmentation' which has characterised so much modern
thought. Musical structure itself has been fragmented, broken up . But
the history of modernism has not only been about the destruction of an
old, outmoded order; It has also been about the quest for new orders
independent of old systems, the quest for new kinds of coherence rather
than a single and all-embracing unity. Birtwlstle's music is
fascinating in this regard as it has developed the concerns of the early
modernists and emerged to speak with a highly original voice. The
essence of Birtwistle's modernism can be expressed in a notion of
opposition - not a simple, single kind of opposition but one which,
nevertheless, underpins all his work. Yet these oppositions never
result in incohernce; they are balanced In such a way as to give the
music meaning without synthesising or dissolving the strength of the
contradictions. The challenge of Birtwistle's music is the difficult
questions of analysis and interpretation it raises. The music is
coherent, i.e. it self-evidently makes sense. The analytical problem
lies in the attempt to articulate the nature of that coherence without
the need to rely on Inappropriate theories of unity or organicism.
I have suggested some of the ways In which such an analytical
investigation might proceed. In particular, I have drawn on the work of
earlier twentieth-century modernists whose approaches to the balancing
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of oppositions and contradictions provide useful models for this
inquiry, in all these cases - whether in relation to the Music of
Stravinsky (1] or Varêse or the pedagogical Ideas of Kiss - the
aesthetics of modernism provide a potential framework for the
containment of fragmentary Ideas. Because of the starkness of the
contradictions they embody, the neo-ciasslcal music of Stravinsky has
proved to offer a particularly fruitful testing-ground for the problems
of analytical interpretation encountered In Blrtwietle.
Much twentieth-century music would appear to fulfil Lerdahi's fear
of its being coherent 'in the face of no theory'. (2] The problem lies
with the theory rather than with the music; the interest lies In
attempting to define the music's coherence. in the case of Birtwietie'e
unique development of the Ideas of modernism, it Is a Matter of finding
ways of balancing the regular and the irregular, the linear and the
circular, the analysable and the unanalysable. Though Blrtwistle's
music may lack 'system' ('theory'), as Indicated by the composer's
comments which head Chapter 1, there is nevertheless, an identifiable
method of working, a contained set of possibilities ('coherence'). The
answers to the structural questions raised by this music cannot lie
exclusively In the search for some all-encompassing Schenkerian
background, Schoenbergian Grundgestalt or Fortean nexus. A more
broadly-based and flexible analytical outlook is required which both
acknowledges and accounts for the dynamic and meaningful opposition of
the constituent strata of any modern muj ical work.
-333-
NOTES
1	 Stravinsky's rejection of the label notwithstanding! - . 1 am no
more academic than I am modern, no more modern than I am
conservative'. Poetics of Music In the Form of SIX Lessons, tr.
Arthur Knodei and ingoif Dahi (Cambridge, Mass.: Harvard
University Press, 1975), p. 85
2	 Fred Lerdahi, 'Atonal Prolongational Structure', Contemporary
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